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CRITICISM AND CENSORSHIP IN THE SOUTH AFRICAN "ALTERNf\TIVE" PRESS 
WITH PARTICULAR REFERENCE ~0 THE CARTOONS OF BAUER AND ZAPIRO 
CHAPTER 1 : INTRODUCTION 
AIMS ' 
Cartooning is an extremely heterogeneous practice whose genealogy 
can be traced back to caricature (1). This paper does not concern 
itself with the diversity that can be found in the cartoons of 
Derek Bauer and Jonathan Shapiro CZapiro) <2>, but rather chooses 
to focus on the potential of cartooning as a critical art 
practice. 
Given that the "flipside" of ccriticism is censorship, the effects 
of censorship on cartooning together with cartooning's response 
to censorship will also be examined. 
Cartoons published in the alternative press after the 1985 
declaration of a State of Emergency, but preceding the unbanning 
of political organisations in February 1990, which comment 
directly on press or political censorship, as well as those which 
raise issues pertinent to censorship, provide the basis for 
examining the converse notions of criticism and censorship. 
Having said this it should also be stated at the outset that 
whilst this paper focuses on particular cartoons produced in 
specific historical circumstances, it is also intended that this 
paper wi 11 have broader imp 1 ica tions for the development of a 
contemporary critical art practice. 
CRITICISM AND CENSORSHIP 
This paper proceeds from the premise that critic ism and 
censorship are oppositional and antagonistic concepts which 
seldom appear a lone. Critic ism, particular 1 y when expressed 
publicly and directed at specific interest groups (eg. a ruling 
e 1 i te) frequent 1 y evokes censorship, whilst censorship and 
repression in turn breed criticism and resistance. 
CRITICISM 
The need for public criticism of the dominant order exists in any 
unjust society and South Africa is no exception. Characterized by 
gross soc ia 1 inequa 1 i ties and stark con tr§id ic tions, unjust 
societies, par ticu 1 ar 1 y those in crisis provide fertile grounds 
for po 1 it ic a 1 car to on is ts . ( 3 ) 
1). See Pissarra,M. "Prejudice and potential in political 
cartooning" p.138 
2). Shapiro will be referred to throughout this paper by the 
name (Zapiro) which he signs his cartoons with. 



















Historically, highlighting grievances has been a common method of 
political agitation and mass-mobilization adopted by resistance 
movements. However this paper is not , on 1 y concerned with this 
fundamental form of criticism, which is essentially the criticism 
of others, but also with exploring the notions of constructive 
critic ism and sel f-er i tic ism, and the imp 1 ica tions these notions 
have for critical art practice. 
As a qua 1 if ied form of cr i t;ic ism, cons true tive critic ism should 
not be mistaken for or confused with censorship. Rather the 
notion of constructive criticism is developed from the position 
that identifying grievances is on 1 y the beginning of so 1 v ing a 
problem. Construe tive critic ism poses a 1 terna tives in order to 
arrive at a solution. Constructive criticism is based on the 
be 1 ief that a tru 1 y critic a 1 intervention is part of a process of 
Jsocial and political reconstruction. 
Sel f-er i tic ism is genera 11 y a less pub 1 ic form of critic ism than 
the strands identified above, but is nonetheless an important 
aspect of developing a "real" rather than "solidarity" critic ism 
r <4> if South Africa is to develop what Albie Sachs has called a 
"culture of debate" ( 5) . These notions wi 11 be returned to during 
the course of this paper. (6) 
CENSORSHIP 
Given that cartooning provides the focal point for this paper, 
the form of censorship mast discussed in this paper is that of 
press censorship. However it is necessary to contextualise press 
censorship within the broader context of political censorship. 
The political role of press censorship is clearly articulated by 
Anton Harb~r, co-editor of the Weekly Mail, when he writes : 
"Censorship provides the veil behind which other forms of 
repression can take place and be hidden from the public eye. 
Control over information in a divided country like South Africa 
is control over people - an ignorant people are less able to act, 
to organize, to campaign and to take control over their own lives 
giving people access to information and a greater range of views 




times of social crisis. 
Albie Sachs "Preparing for Freedom" reprinted in de Kok,I. 
and Press,K. (eds.) p.20 
Quoted in a South editorial "Critical mirror for loyal 
members" ( 16/8 I 1990: 18) 
These issues were tentatively raised in a short paper 
delivered at the opening of the Recent cartooning in the 
Western Cape exhibition at the Centre for African Studies, 





















wherewithal to make 
themselves." <7> 
their own decisions and to organize 
Press censorship in South Africa is seen by the opponents of the 
Nationalist Party government as "part of a broader strategy to 
neutralize the anti-apartheid movement" (8). Press freedom then 
must be seen as "inseparable from other basic freedoms" <9) 
Consistent with this view of press censorship as merely one 
aspect of political censorship, the monthly newsletter published 
by the Anti-Censorship Action Group <ACA.G-> (10 >does not only 
list incidents which directly involve the press, but also 
includes information pertaining to the res tr ic tion of po 1 i tic a 1 
organisations, activities and individuals. 
These include 1 is tings of numerous banning, res tr ic tions, 
detentions, imprisonment, fines < 11 ) , warnings, threats < 12 > , 
harassment, obstructionism <eg. arbitrary cost of registering 
publications or long drawn out court proceedings (13>, the 
withholding of visas, work permits and passports <14>, as well as 
abductions, arson, teargassing, shootings and the extreme acts 
of capital punishment and assassination of political opponents. 
( 15) 
It is clear from the methods brief 1 y mentioned above that forma 1 
(or statutory) censorship is accompanied by informal means of 
repression. Deliberately vague drafted legislation, as well as 
sweeping po 1 ice powers <particular 1 y under the State of 
7 >. "Always the first curb : The camouflage of censorship" 
Anton Harber Weekly Mail Human Rights Focus (1988) p.14 
8). "Is the pen still mightier than the sword ?" New Nation 
3/9/1987:6. This view is also expressed by anti-apartheid 
activist Abdullah Omar. See "Truth must be heard" South 
21/4/1988:4 
9). Association of Democratic Journalists <ADJ) national 
organizer Libby Lloyd quoted in South "Media union to be 
launched" (30/3/1989:4). 
10). Launched in September 1986. See "Anti-Censorship Action 
Group launched" Weekly Mail 19/9/1986:15 





censorship see comments by South editor Moegsien Williams in 
"Press faces a new ' low-profile ' attack" Pat Sid ley 
Weekly Mail 4/8/1989:13 
See "Newspaper prosecution threats a form of ceJlsorship" 
Weekly Mail 30/6/1989:8 
See "The Mail in court ••• but we can't tell you why" 
Irwin Manoim Weekly Mail 18/8/1989:5 
"Always the first curb : The camouflage of censorship" 
Anton Harber Weekly Mail Human Rights Focus <1988) p.14 
Specific references cited above shed light on some of these 









Emergency) he 1 p create a c 1 ima te of fear which encourages se 1 f-
censorsh ip. ( 16) 
In addition to curbing the flow of information, censorship of the 
media is usually accompanied by process~s of disinformation (17). 
Disinformation manifests itself in the compilation of school 
curricula where history may be re-written from the perspective of 
the ruling class, as well as in the selection and presentation of 
news particularly through state or semi-state media organs such 
as the South African Broadcasting Cor para tion < SABC) , which is 
generally perceived by the opponents of the Nationalist Party 
government as a mouthpiece for government propaganda. (18> 
It is clear from the above that censorship manifests i tse 1 f in 
numerous ways. This paper does not seek to address each and every 
manifestation of censorship. , Cartoons which specifically address 
press censorship and disinformation, as well as a select few 
whicrh comment directly on restriction of political activity have 
been prioritized. 
Outlined above are forms of censorship which are practiced 
against the po 1 i tic a 1 opponents of the present government. 
However censorship is not unknown within the ranks of the 
political Left. The fear of being labelled "divisive" or a 
"dissident" should one express one's own private view when that 
particular view con trad ic ts the party line is a very rea 1 one. 
This point is however, very complex and not simply evidence of a 
lingering "Stalinism". It should not be forgotten that political 
organisations were forced by material conditions to develop 
secret methods of operating which were by their very nature 
"undemocratic". Se 1 f-er i tic ism, particular 1 y if aired through the 
mass media, risked inadvertently contributing to the barrage of 
16). This view is expressed by Professor Dennis Davis of UCT Law 
Faculty. Quoted in "West Cape bans on 119 groups lifted" 
Pippa Green and Jean LeMay Weekly Mail 1/8/1986:8 
17. See "The Disinformation Scandal" Anton Harber Weekly Mail 
31/10/1986:1-2. For a discussion on the relationship between 
disinformation and censorship and the role played by the 
Bureau for Information see "The flip side of censorship" 
Anton Harber Weekly Mail 30/6/1989: 
18). For examples of this view see comments by Rashid Seria and 
Ameen Akhalwaya in "Is the pen still mightier than the 
sword ?" New Nation 3/9/1987:7. More recently the Argus 
reported that the SABC admitted [their] past omissions and 
promised unbiased, incisive journalism." <8/1/1991:2> 
See also "Television and disinformation" John Van Zyl in a 














dis information already 
6 
directed at 
The unbanning of political organisations on the 2nd February 1990 
brings with it however the need for open debate. Njabulo Ndebele, 
president of the Congress of South African Writers <COSAW) 
commented on this evolving situation when he noted at the COSAW 
Annua 1 Genera 1 Meeting on the 24th June 1990 that " .•• the cu 1 ture 
of resistance has often subjected the individual to the total 
power of the group. This may have led to a situation where 
individuals are afraid of expressing private fears ••• The coming 
of freedom means also the freedom to express our fears ••• ". <20> 
Many editors, journa 1 is ts, writers, academics, and artists, both 
liberal and radical, have publically expressed opposition to 
censorship by founding and joining organisations, most of whom 
are represented in the Campaign for an Open Media <COM) <21). 
Irwin Manoim, co-editor of the Weekly Mail, when asked if press 
censorship was warranted in certain circumstances, replied that : 
"Censorship is an attempt to dea 1 with soc ia 1 problems by 
suppressing evidence of them." <22) 
Qualified support for the abolition of censorship is also not 
unknown. For instance University of the Western Cape Afrikaans 
lecturer Ampie Coetzee has expressed the position that 
"Publishers should not publish books that contain any form of 
racism or ideological apartheid." <23) 
Indeed the draft Bill of Rights proposed by the ANC explicitly 
outlaws racism <24). Will this logic be extended to visual 
representations, such as those which perpetuate racial 
stereotypes which may be deemed offensive ? Should it be ? These 
are questions South Africans need to debate, but which fall out 
of the scope of this particular paper. 
19). Some of these points are expressed in "Critical mirror for 
loy a 1 members" South 16/8/1990:18 
20). Ndebele,N. p.4-5 
21). COM was launched in early 1990. It was founded by 
ACAG, SASJ, MWASA, ADJ, Conference of Alternative Editors 
and the Printing Paper and Allied Workers Union. 
See "United campaign for a free press" Philippa Garson 
Weekly Mail 2/2/1990 
22>. Faxed communication 13/11/1990 
23). " ' Censor racist children ' s books'" Sahm Venter 
South 9/7/1987:15 
24). See Article 1 (2) and Article 14 (3 and 4> of A Bill of 
Rights for a Democratic South Africa - Working Draft for 
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THE ~LTERN~TIVE PRESS 
Historically critical graphics have required sympathetic 
publishers. In South Africa this role has been played in recent 
years by what is usua 11 y referred to as the "a 1 tern a tive" press 
(25). A fair amount of detail on the alternative press is 
presented here because it is necessary to recognize the 
heterogeneous character of the term in order to ascertain to what 
extent the cartoons of Bauer and Zapiro may be perceived as 
"a 1 terna tive" or "independent". 
The term alternative press is usually employed to describe 
publications which function outside of the "mainstream", 
"commercial" or "monopoly" pr,ess (26>, ie. those publications not 
represented by the Newspaper Press Union <NPU>.<27) 
labelled "alternative" 
politic a 1 tendencies -
never spoken of as 
In addition publications 
assumed to display "leftist" 




part of the 
While certain common ideological characteristics, such as being 
defiant 1 y an ti-apar the id, may distinguish the "a 1 tern a tive" from 
the "mainstream", it would be a mistake not to recognize the 
alternative press as in itself representing a heterogeneous 
grouping. The term is used to refer to weekly publications such 
as the Weekly Mail, South (28), New Nation (29), Vrye Weekblad 
(30), and New African (31), as well as to locally produced and 
25). For purposes of legibility the term "alternative" press will 
be written throughout the rest of this paper without 
inverted commas, except where particular emphasis on the 
term is due. 
26). For discussion of the monopoly of the press by big business 
<Anglo-American, Rembrandt Van Rijn and Sanlam) see "The few 
who own so much" South 18/10/1990:17. For discussion of the 
relationship between the SABC and M-Net (consortium of 
newspaper companies- Nasionale Pers, Perskor, Argus, SA 
Associated Newspapers, the Daily Dispatch and Natal Witness) 
see Eric Louw and Harriet Gavshon "Just good friends : The 
SABC and the English Press" Weekly Mail 12/7/1985:14. See 
also "A TV supper for the Press" Weekly Mail 19/7/1985:11 
27). New Nation 3/9/1987:6 
28). Launched on the 19th of March 1987. 
29). Published by the South African Catholic Bishops Council 
<SACBC>. Launched on the 16th January 1986 "after five 
years of in tense debate, consu 1 ta tion and research". ("A 
tradition of truth and justice" "Save the New Nation" 
Advertising supplement Weekly Mail (?) March <?> 1988:2 
30). Launched late 1989. <Save the Press Campaign May 1989) 
31). Launched in Durban in late March 1989 • 
8 
distributed "community" newspapers such as Grassroots (32), 
Saamstaan <33>, Indicator, and Al Qalam <34>, and to 
organ isa tiona 1 and trade union pub 1 ica tions eg COSATU News and 
UDF News. The student press organized under the South African 
Students Press Union (SASPU>, of which there are more than sixty 
affiliates, is also an important component of the alternative 
press, as are progressive journals such as Work in Progress <WIP> 
(35>, and the SA Labour Bulletin, as well as magazines such as 
New Era (36). Numerous other educational, literacy, religious and 
childrens publications are also classified as part of the 
alternative press. <37> 
Some - of these publications are overtly 
political organisations eg UDF News, 
Nation <38>, and to a lesser extent 
identified with specific 
others such as the New 
South ( 39 > , have become 
32>. Launched in March 1980. Its first organizer, 
activist Johnny Issel> was banned soon after 
from taking further part. See "Days short of 
birthday Grassroots gagged " Gaye Davis 




33). Initiated by Grassroots and launched in 1984. Its staff has 
been detained, restricted, charged, shot, and their offices 
have been pe tro 1 bombed. See "Read a 11 about it. l f the 
staff aren ' t in jail" Pat Sidley Weekly Mail 13/5/1988:21 
34). First published by the Muslim Youth Movement in Durban 
1973/1974. See "Beating the ban" Henry Ludski 
South 26/1/1989:13 
35). First produced under auspices of SA Research Services <SARS> 
in September 1977. It has been subjected to a "Pattern of 
intermittent banning for the first 25 editions." ibid.p.12 
36). First published in April 1986 by Grassroots. ibid. 
37 >. See "Who and what is the a 1 tern a tive press ?" SASPU Na tiona 1 
Press Day publication October 1989. Also "Gift for South" 
South 16/3/1989:9. 
38). The New Nation's brief was to "reflect the daily struggles 
and aspirations of the oppressed majority" <"A tradition of 
truth and justice" in "Save the New Nation" advertising 
· supplement Weekly Mail (?) 1988). It has however explicitly 
displayed its political bias towards the ANC. A vivid 
example of this was when the government released eight long 
term political prisoners. The cover of the New Nation 
displayed photographs of the seven ANC members against a 
backdrop of the black, green and gold flag of the ANC, and 
under the heading "ANC lives". Jafta Masemola, the other 
prisoner released, and incidentally also one of South 
Africa's longest serving political prisoners, belonged to 
the wrong party <the PAC>. (New Nation 13/10/1989:1> 
39). The government has frequently accused South of promoting the 
ANC. See "Why we were banned" South 3/9/1987:9. South itself 










increasingly closer to the African National Congress· <ANC>, South 
African Communist Party <SACP>, Congress of South African Trade 
Unions <COSATU> and United Democratic Front <UDF) alliance. Other 
alternative publications, particularly .those who aim at a more 
"educated" or "academic" audience, such as the Weekly Mail (40), 
and WIP <41 ) are perhaps the most ideologically independent. 
Most, if not all "alternative" publications were launched with 
the conviction that the political, economic and cultural 
realities experienced by the majority of South Africans were not 
being accurate 1 y ref lee ted in · the "mainstream" press. ( 42) 
The staff of Grassroots, which is often cited as a "pioneer" of 
the alternative press <43), wrote in an early statement of 
objectives in 1980 that "The, present mass media in this country 
does not meet the needs and aspirations of the people. Neither 
are ,the people's problems and organisational efforts reflected in 
the daily newspapers since these articles are not considered to 
be 'newsworthy'". (44) 
Much of what his tor ica lly has been considered "newsworthy" has 
been rejected by these publications. Sensationalism (45) and 
I 
sexism (46), two of the stock components of the commercial press 
are largely absent from these publications. 
organisation ••• We speak for all those outside parliament." 
See "Is the pen still mightier than the sword ?" 
New Nation 3/9/1987:7 
40). "Our newspaper is an independent and critical 
publication ••• not a purveyor of one brand of criticism 
against apartheid and the present National Party 
government." ("Not guilty" Weekly Mail 28/10/1988:11) 
41). WIP ' s editor Glen Moss has argued that journalists should 
"not support one par ticu 1 ar tendency • •• but be commit ted to 
accurate informing and representing the realities of 
society, regardless of the consequences." Quoted in "South 
Africa after Apartheid" New Nation 22/3/1989:5 
42). The view that the alternative press "reflects" the realities 
of South Africa has been frequently argued by these 
publications. See "'Government promoting ANC'" 
South 14/4/1988:7. Also New Nation 3/9/1987:6 
43). Other "pioneers" cited in the alternative press are Durban's 
Ukusa, Mamelodi's Eye, and Johannesburg's Speak. 
44). Quoted in "Mere arithmetic won't explain why Stoffel's new 
victims matter" Shaun Johnson Weekly Mail 20/1/189:12 
45). South has acknowledged criticism of its coverage as 
sensa tiona 1. See "South Annua 1 Report" South 18/2/1988:11 
46). "The commercial media will stoop to every level to make a 
sale. We won't. We will not be sexist, for example. We will 
not publish pin-ups and cattle brigades •• " <South quoted in 
New Nation 3/9/1987:7) 
~-








Many of these publications have also attempted to challenge 
traditional methods of pub 1 ishing with varying degrees of 
success. One of the most significant examples of this is the 
existence of editorial collectives rather than traditional 
hierarchies. This can be recognized as part of a democratic 
"tradition" established by community newspapers such as 
Grassroots and Saamstaan, as well as trade union and 
organisational publications. While some papers such as South are 
on record as stating the problems of attempting to democratize 
the processes of publication <47), others such as the New Nation 
have claimed success in this respect (48). 
But perhaps the most important characteristic of the alternative 
press is that despite the fact that most of these publications 
hav~ a c ircu la tion far smaller than the newspapers pub 1 ished by 
the large newspaper companies <49), there is a general perception 
by its proponents that these publications represent t he views or 
interests of the vast majority of South Africans (50). 
While the emphasis on this "vanguard ism" differs be tween some of 
the alternative publications, there is at the end of the day more 
consensus and ideological common ground between alternative 
pub 1 ica tions themse 1 ves, than with the commercia 1 press who are 
more interested in securing maximum economic profits by selling 
advertising space than with ref lee ting the rea 1 i ties of South 
Africa. (51) 
However, while certain persons argue that the term a 1 tern a tive 
press is a suitable label, others disagree. 
Rashid Seria, the former editor of South, wrote in early August 
1987 that : "We are not ashamed of the label 'alternative 
media· ... We are different to the commercial media. We have 
47). See "South annual report " South 18/2/1988:12 
48). In its first editorial comment in January 1986 the New 
Nation declared : "We are committed to establishing a 
newspaper that belongs to the people, and is accountable to 
the people; a paper that will have democratic structures in 
which the masses of our people will have a direct say. '" 
A little over two years later the New Nation claimed to have 
" ... established firm democratic procedures in its newsroom. 
This makes every staff member accountable to the collective, 
which ensures that majority views prevai 1 within the 
newsroom." ("War on words" New Nation 17/3/1988:7) 
49). see "Not Guilty" Weekly Mail 28/10/1988:11 
50>. In contrast the opponents of the alternative press see it as 
expressing the views of a small but radical minority • 
51). For comment on the commer cial orientation of the mainstream 





















d;:fferent values. 11 (52). Seria expanded on this in early 1988 at 
South's Annual General Meeting when he said : "We are an 
a 1 terna tive to the established papers in that our preoccupation 
is not ins ti tu tiona 1 i zed s true tures perceived from a 1 ibera 1, 
reformist or official standpoint - nor do we have the shackles of 
vested interests. Our perspective is our community and the 
organisations which struggle against apartheid and exploitation, 
and our message is that of a non-rae ia 1 democracy in a unitary 
South Afr.ica." (53) 
Other editors whose publications have been labelled "alternative" 
such as Ameen Akhalwaya of the Lenasia based Indicator, have 
argued that the term is problema tic : "Alternative media is a 
misnomer. What it implies, is that newspapers like 'Indicator· 
are different from the type of press one would expect in South 
Afr i,ca. But such newspapers ref lee t more of the thinking of the 
majority of the people in this country." (54) 
Both the negative and positive characteristics of the term are 
commented on by former South African Society of Journalists 
<SASJ) president John Allen 
"If you look at the alternative press as an alternative to the 
established press, it is a positive description. But the general 
impression the word 'alternative' gives is that the established 
press is the press and that the a 1 terna tive press is some thing 
extra , on the side. In fact, however, the a 1 terna tive press 
represents the views of a massive majority." (55) 
As Irwin Manoim noted in 1986 : "The alternative press may not 
be alternative much longer. The country is changing. The old 
assumptions upon which the mainstream press was bui 1 t are being 
eroded. 11 <56> 
HISTORICAL BACKGROUND 
A historical analysis of the particular period in which political 
cartoons are produced is . essen tia 1 to a fuller appreciation of 
political cartoons. Any ahistorical art-historical study of 
political cartoons, while being able to comment on the formal 
conventions and iconography of po 1 i tic a 1 cartoons would lose a 11 
sense of the cartoons immediate value, or priority. The raison 
d'etre for political cartoons is to communicate with an immediate 






Quoted in New Nation 3/9/1987:6 
"South Annual Report" South 18/2/1988:10 
Quoted in New Nation 3/9/1987:6 
ibid. 
See "The case for the 'alternative'press" 
Weekly Mail 6/6/1986:10 
Irwin Manoim 






















thereof), which function as signifying systems for the production 
of meaning, or provide positions for the consumption of meanings. 
The cartoons discussed in this paper were all 
produced in a period of maximum political conflict and under 
conditions of unprecedented press censorship, but censorship and 
repression have been with us a lot longer than the period under 
review. Former Cape Times editor Tony Heard opened a speech for 
the Save the Press Campaign with the remark that he has never 
known a time when the press was not under severe attack by the 
government. (57) 
While a detailed history of political and press censorship 
exceeds the scope of this Raper it is useful to identify certain 
key dates and events affecting the freedom of the press not only 
du~ing the period under review, but also preceding it. 
Lobbies for censorship in South Africa can be traced back to at 
least 1898 in the Cape <58), but it is really the coming to power 
of the Na tiona 1 is t Party government in 1948 which ushered in 
unprecedented degrees of censorship. In that year the 
"contemptible English press" was identified· as one of "two evil 
spirits in South Africa" (the other being "the princes of the 
church w't9D preach rebellion") by Nationalist Party MP J.C. 
Greyling in the House of Assembly (59>. 
The Press Commission of 1950 was mandated to make recommendations 
on "the internal and external reporting and the general handling 
of news by the various newspapers and the desirability or 
otherwise of the control of such reporting." (60) 
Steadily over the next 37 years, ie prior to the imposition of a 
partial state of emergency on the 21st July 1985, 
press freedom was severely curtailed by the publication of over 
one hundred laws restricting the flow of information. (61) 
57). Speech printed as "Censorship blindfolds ' whites in defeat'" 
South 30/6/1988:17 
58). "Our censors - Botha ' s legacy" Harriet Gavshon Weekly Mai 1 
Supplement 12/8/1987:4 
59>. South 31/3/1988:13 
60). ibid. 
61 > . "Always the first curb : The camouflage of censorship" 
Anton Harber Weekly Mail Human Rights Focus (1988) p.14. 
See also "Two sides to every story <But only the Govt 
is heard)". Save the Press Campaign publication 1988 





















The Suppression of Communism Act of 1950 <62>, the Public Safety 
Act of 1952 63, the triminal Laws Amendment Act of 1952 (64>, the 
Defence Act 44 of 1957, the Po 1 ice Act 7 of 1958, the Prisons 
Act 8 of 1959, the Publications and Entertainments Act of 1963 
<65), Newspaper and Imprint Registration Act of 1971 (66), 
Publications Act 42 of 1974 <67>, the Criminal Procedures Act of 
1977, the Protection of Information Act 84 of 1982, the Internal 
Security Act 74 of 1982 <68>, are perhaps the best known of these 
laws which have all been used to restrict, ban or close 
publications since 1948. (69) 
Perhaps the single most spectacular example of political and 
press censorship and repression preceding the declaration of a 
partial State of Emergency on the 21st July 1985 was on the 19th 
of October 1977 when the government banned 17 black consciousness 
organisations, two newspapers <the World and Weekend World>, one 
editor <Donald Woods of the East London Despatch, and detained 
62). The Guardian, New Age, Fighting Talk, and the African 
Communist were all banned under this law. See New Nation 
2011011989 
63). In 1960 the Public Safety Act was used to temporarily ban 
New Age and Torch and to fine Contact heavily for 
subversion. See "Year of the jackboot" Pat Sidley 
South 2011211988:6 
64>. The Public Safety Act and the Criminal Laws Amendment Act 
were both introduced in response to the 1952 Defiance 
Campaign. See "When press freedom dies" Maurice Hommel 
South 311311988:13. 
65). See Clarke,E.G. p.3 
66). 1971 Newspaper and Imprint Registration Act (63 of 1971 
requires newspapers (defined as periodicals published more 
than once a month, containing mostly current news and 
intended for public distribution> to register with the 
Department of Home Affairs. Publisher required to supply 
names and details of newspapers printer, distributor, 
editor, and directors of holding company. In 1981 The Past 
and Sunday Post were closed under a provision of the Act 
which stipulates that registration can lapse if the 
newspaper changes hands or is not published for one month. 
See Save the Press Campaign publication May 1989 
67). In 1977 the Publications Act was used to ban 51 student 
publications and to declare 5 "undesirable" <New Nation 
20 I 10 I 1 989 ) 
68). This act provides the Minister with arbitrary power of 
fixing registration fees of publications between R10 and 
R40 000. <Save the Press Campaign publication May 1989) 
69). Some of these are listed by Clarke,E.G. <p.3) \ 
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another <Percy Qoboza of the World)), along with several other 
prom in en t journalists. < 70) 
Given this repressive context the views expressed by Zwelakhe 
Sisulu <71) at the Writers ' Association of South Africa <WASA> 
conference in Cape Town October 1980 are not hollow rhetoric but 
rather the expression of the belief that any claims at 
impartiality in South Africa are in fact evidence of collusion 
with the ruling class <72). He said 
"In our situation the question is not whether one is a 
propagandist or not, but whether one is collaborationist 
propagandist or a revolutionary propagandist. Because we have 
expressed a desire for radical change in the scheme of things, we 
must be propagandists for change. If expressing the aspirations 
of the people is propaganda~ if propaganda denotes one who opts 
for a commitment as an alternative to non-commitment, then surely 
we are propagandists." 
The 1980's saw the closure of several newspapers particularly 
those aimed at or read by non-white constituencies or adopting a 
more liberal perspective than the mainstream press <73). The 
economic recession would take the official credit for the 
closings and retrenchments which characterize rationalization. 
On 15 March 1985 the South African Association of Newspapers 




71 ) . 
72) . 
73) . 
and Sunday Express <74). They were closed in May 1985 <75>. 
See "Biggest media crackdown" South 20/10/1988:4. The 19th 
October is now commemorated as National Press Freedom Day. 
For profiles on Sisulu's first-hand experiences of both 
formal and informal censorship see "Detained: The union 
leader turned editor" Sefako Nyaka Weekly Mail 
4/7/1986:14. Also "Top award for Sisulu" Mono Badela 
South 1/12/1988:18, and "Free?" NewNation 8/12/1988:5 
The paper which Sisulu was to edit, the New Nation, has 
stated that "when newspapers claim to be neutral they are in 
fact serving the interests of the ruling class." See "War on 
words" New Nation 17/3/1988:7 
Some of the papers closed were the Post, Sunday Post, 
Friend, Sowetan Sunday Mirror, Soweto News, Cape Herald, 
amongst others. See "Some papers close, some bloom" 
Sidley,P. Weekly Mail 2/8/1985:5, and "Remember the days 
when a newspaper told us the news" Raymond Louw Weekly Mail 
20/12/1985:9 . Also "Roll of the dead" Weekly 11ail 
2/5/1986:15, and Save the Press Campaign publication May 
1988 
74). "Roll of the dead" Weekly Mail 2/5/1986:15 
75). The Sunday Express was to merge with the Sunday Star 
"Remember the days when a newspaper told us the news "'" 








On the 14th of June 1985 the Weekly Mail was launched by 
retrenched journalists from the Rand . Daily Mail and Sunday 
Express. The Weekly Mail was the only one of the alternative 
weeklies which existed at the time that the Emergency was imposed 
in July 1985. It will be seen that despite the climate of 
closures and retrenchment that characterized the period, the 
Emergency failed to prevent the emergence of a press committed to 
disseminating information as boldly and widely as possible. 
The emergence and survival of the alternative press owes much to 
developments in tee hno logy, particular 1 y the invention of Desk 
Top publishing, which effectively changed the rules of 
pub 1 ish ing. Less labour and• ski 11 s training is required for 
production using the new technology. In addition desk-top 
pub l.ishing is in many ways more economic a 1 and less cumbersome 
than the machinery owned by the commercial press, its laser print 
providing a quality even better than the orthodox printing 
presses used by the daily newspapers. <76) 
By the imposition of the 1985 State of Emergency all the 
Emergency powers which had been delegated to the security forces 
in the preceding State of Emergency in the 1960 ' s (77) had been 
written into the everyday laws of the land. <78> 
Apart from further eroding human rights in South Africa by for 
example, preventing the courts from "setting aside of any order, 
rule or notice issued under [Emergency] regulations or any 
condition determined thereunder ••. ", 
the Commissioner of Police was given total control 




At the beginning of the Emergency the press was warned by the 
Po 1 ice Commissioner, Genera 1 Johan Coetzee to "seale down" 
coverage of "unrest". (80). Coetzee's mandate was formidable 
"The Commissioner [of Pol ice] may issue orders relating to the 
control, regulation or prohibition of the announcement, 
dissemination, distribution, taking or sending of any comment on 
76). See "The case for the ·a 1 tern a tive · press" Irwin Manoim 
Weekly Mail 6/6/1986:10 
77>. March 1960 declaration of State of Emergency by Governor 
General C R Swart. Lifted in 1961 <except for Pondoland) . 
78). This is according to attorney Geoff Budlender. Quoted in 
"Power without 1 imi ts for the po 1 ice" 
Weekly Mail 26/7/1985:14 
79). Emergency regulations quoted in "From a state of lawlessness 
to a state beyond law" Anton Harber. Weekly Mail 
26/7 I 1985: 13 

















or news in connection with these regulations or any conduct of a 
force or any member of a force regarding the maintenance of the 
safety of the public or the public order or the termination of 
the state of emergency. u. In case this was inadequate the 
fa !lowing "ouster" clause was included : uNo interdict or other 
process shall issue for the staying or setting aside of any 
order, rule or notice issued under these regulations or any 
condition determined thereunder ••• u (81) 
In November 1985 new press curbs were introduced, including a ban 
on publishing photographs of "unrest" ( 82) . In March 1986 the 
State of Emergency was lifted (83>, but re-imposed on the 12th 
June 1986 with "cons iderab 1 y tougher" regulations ( 84) , this time 
affecting the whole country. 
On the 15th June 1986 General Coetzee "Forbade journalists to 
report or comment on the conduct of any member of the Security 
For.ces engaged in the maintenance of public order. At the same 
time he barred journa 1 is ts from entering black townships, or any 
other area in which unrest is occurring', for purpose of 
reporting what is happening. u (85) 
The courts successfully challenged aspects of the Emergency 
regulations declaring some of them inva 1 id. Harber has pointed 
out that of the five key elements in the Emergency regulations: 
the 'ouster clause ' which attempted to prevent the courts from 
setting aside Emergency measures; the unchecked powers of arrest 
and indefini~e detention; extensive media curbs including the 
power to confiscate or suspend 'subversive' publications based 
simply on the opinion of a cabinet minister or a senior 
policeman; restrictions on almost all the activities of 
resistance organisations; as well as providing indemnity for 
Security Forces acting ·in good faith· under the regulations, 
were all undermined to some extent by the courts <86). 
1'These decisions were remarkable because of the existence in the 
Emergency provisions of an ' ouster clause' , a clause explicit 1 y 
s tipu la ting that no court could challenge the regulations." ( 87) 
81). Emergency regulations quoted in "From a state of lawlessness 
to a state beyond law" Weekly Mail 26/711985:13 
82) . "The last unrest pictures from the last moments before the 
b 1 ac kou t .•. " Week 1 y Ma i 1 14 I 11 I 1 985 : 1 
83). See "Picking up the political pieces" Anton Harber 
Weekly Mail 141311986:14-15 
84). "Rule of the big stick" Weekly Mail 13/611986:1 
85). "The Big Four" Patrick Laurence Weekly Mail 271611986:8 
86) • "Always the first curb : The camouflage of censorship" 
Anton Harber Weekly Mail Human Rights Focus <1988) p.14 
87) • " ' Consu 1 t your lawyers, · said the Bureau. So they did. And 
with some effect. .. " Carmel Rickard Weekly Mail 
~ 



















"Nevertheless the prohibition on 'subversive statements' still 
affects the press on a daily basis because newspapers are at risk 
of being seized if, in the Minister ' s opinion, the publication is 
deemed to be subversive. " In addition "Reports on the conduct of 
Security Forces and photographs of unrest and Security Force 
conduct are still prohibited. Journalists are not permitted to be 
present at the scene of unrest." (88) 
In late August 1987 South African Minister of Home Affairs 
S tof fe l Bo tha drew a dis tine tion be tween "organized conven tiona 1 
media" and the "unconven tiona 1 revolution supporting press " . In 
motivating for greater powers to act against the press Botha 
argued: "What we are dea 1 ing with here is propaganda, and that 
cannot be dealt with by mea n s of the present legislation" (89). 
At · that point the Emergency Regulations empowered him to take 
"action ' if in "his opinion" a publication contravenes 
regulations ( 90) . The regulations con fer red wide discretionary 
powers on the Minister which could not be challenged unless one 
could prove "bad faith" on the part of the Minister or his 
ass is tan ts. <91) 
This created the situation where, . as newspaper lawyer Norman 
Mana im put it : "Propaganda has now become whatever the Minister 
thinks it is. He has created a category of vague statements. 
Freedom of the press is whatever he says it is previous media 
regulations didn't have the same subjective power. The new 
res tr ic tions have been designed to give the Minister power that 
would be extremely difficult to test in court. They are 
sufficiently wide - even by state of emergency standards - to 
interpret. " (92) 
On the lOth December 1987 all newspapers and foreign 
correspondents were required to submit all future reports on the 
unrest situation for pre-publication censorship (93). 
In February 1988 17 po 1 i tic a 1 organisations were "res tr i c ted " 
allowing them only "to maintain offices, conduct administrative 
work and pursue legal matters." (94), and in March 1988 t h e New 
1/8/1986:8-9. See also "Five crucial areas the courts set 
aside" Anton Harber Weekly Mail 1/8/1986:8 
88). Anton Harber ibid 
89). See New Nation 3/9/87:6 
90). "Bid to ban South" South 7/4/1988:2 
91 ) . "Res tr ic tions attack ALL newspapers" Save the Press 
Campaign publication, no date (mid/late 1987]) 
92). New Nation 3/9/1987:6 
93). "When press freedom dies" Maurice Hommel South 31/3/1988:13 
94). "Defiance~ " South 25/2/1088:1 






Nation became the first of the alternative publications to be 
suspended from publication for three months. 
However it was when the State of Emergency was renewed on the 
12th June 1988 that a turning point in press repression can be 
identified. Of the new media regulations gazetted one 
inadvertently served to unite the press both "commercial" and 
"a 1 tern a tive" for the first time under the banner of the Save the 
Press Campaign. (95) 
This regulation read that : "After July 31 it will be illegal for 
news agencies to operate unless they are registered with the 
Director General. The name and address of every journalist, 
commentator, news correspondent or photographer must be 
supplied ••• i llega 1 to quote 'banned and res tr ic ted organisations. " 
( 96) 
Sec.tion 7 of the media regulations provided for suspension of 
unregistered publications for up to 6 months. (97) 
According to Irwin Manoim : "At first, mainstream editors ignored 
the issue It took their lawyers to convince the publishers of the 
major newspapers that a ' licensed' press would have credibility 
with no-one. For the first time, both mainstream and 
'a 1 tern a tive ' press united on an issue. And for the first time, 
we succeeded. The registration issue was quietly scrapped." <98) 
This did not however mean an easing of censorship and repression. 
All alternative publications lived with constant reminders of the 
possibility of closure. In the mid year South was suspended for 
a month (99), and in November Weekly Mail was similarly silenced. 
(100) 
Ironically rather than crippling alternative publications, 
in tern a tiona 1 and loca 1 support . and interest meant that 
censorship boosted sales. In March 1989 Irwin Manoim noted that : 
"If anything, Stoffel Botha ' s actions have enhanced our 







See "Stoffel Botha has united his opponents" 
Irwin Manoim South 1/12/1988:9 . Also "Defiance in the wake 
of closures" Henry Ludski South 23/2/1989:14 
"Anger at latest media curbs" Grassroots July 1988 
"Mere arithmetic won · t explain why Stoffel's new victims 
matter" Shaun Johnson Weekly Mail 20/1/1989:12 
"Stoffel Botha has united his opponents" 
Irwin Manoim, South 1/12/1988:9 
South reappeared on the 15th June 1988 "with a bumper 
edition ..• and as gutsy, hard-hitting and outspoken as 
before". <South 15/6/1988:1) 
"Stoffel silences the Weekly Mail" Grassroots November 
1988:2 







1989 saw an increasing number of court appearances by editors and 
journalists, with even the editor of the mainstream press Sunday 
Times, Tertius Myburgh, being charged under the Internal Security 
Act for quoting a "restricted" person .(102> 
The cut off date for the cartoons discussed in this paper (2nd 
February 1990) represents a relaxing of many of the laws 
affecting the media, but this does not mean the end of censorship 
and repress ion. At time of writing the largest ever 1 ibe 1 case 
instituted against the press in South Africa's history is 
underway. The case i tse 1 f concerns allegations pub 1 ished in the 
Vrye Weekblad and Weekly Mail that senior police officers were 
involved in the assassination of political opponen~s of the 
government. (103) 
102). "The Hail in court ... but we can't tell you why" 
Irwin Manoim Weekly Mail 18/8/1989:5 
103). The Vrye Weekblad have also had to contend with their 
offices being bombed on the 4th of July 1990. See "Bombs, 
banning muffle free speech" ACAD Update July 1990 














CHAPTER TWO BAUER AND CENSORSHIP 
"DEREK BAUER ' S WORLD" : AN INTRODUCTION TO THE CARTOONIST AS 
ANARCHIST 
Bauer ' s cartoons have been a regular feature in the Weekly Mail 
since October 1985. Apart from thumb-nail sketches of politicians 
and other prominent individuals, his cartoons have since the 
outset usually appeared on the letters page under the heading of 
"Derek Bauer's World". 
The title emphasizes that the views expressed in the cartoons do 
not necessarily ref lee t the editorial pol icy of the paper, but 
represent an individual viewpoint. This is despite the fact that 
the co-editor and cartoonis t usually agree on a theme (104). 
Bauer is still given considerable license by the editors (105). 
Wi th'in the confines of his "war ld" the rules or ethics are 
determined largely by the cartoonist himself. 
William Feaver articulates a view of cartooning and caricature as 
inherently irreverent when he writes that : "the right of 
[car ica tur is ts J to insu 1 t at wi 11 f is J essen tia 1 to the rude 
health of caricature." (106 ) . Similarly Bauer speaks of "a 
beautiful truth in anarchy, in the overthrowing of the serious " 
(107). Bauer can be seen as fitting into what is generally 
perceived as the dominant tradition in political cartooning which 
for the purposes of this paper has been designated "anarchic " or 
"independent". The implications of this strategy for critical art 
practice will be discussed in the concluding chapter. 
BAUER AND CENSORSHIP 
This chapter shall provide commentary on specific cartoons of 
Derek Bauer ' s which were published in the Weekly Mail and which 
comment directly on press, media and political censorship, or 
which raise issues pertinent to a consideration of the critical 
function of cartooning. While it is inevitable that some analysis 
will accompany the interpretation of the cartoons, the main 
arguments will be more fully developed in the final chapter • 
Many of Bauer ' s comments on censorship deal not only with press 
censorship, but more generally with the broader notion of 
po 1 i tic a 1 censorship. There are sever a 1 cartoons however, which 
can be said to be directed at censorship of the media in 
particular. 
104). D.Bauer personal communication 8/1/1990 
105). See interview with Bauer p.71 
106). Feaver,W. p.11-12 
107). See interview with Bauer p.82 



















ON PRESS CENSORSHIP 
The earliest to comment directly on press censorship <Fiq.1) was 
pub 1 ished in December 1986 ( 108) . In this cartoon a cy 1 indr ica 1 
bird cage is drawn off centre. It. is shown to be tilted slightly, 
which can be read as representing the act of swinging slowly, or 
as suggesting a certain precariousness for the even more 
precarious occupant of the cage. Bauer has not drawn the bird but 
rather he has cut out very rough 1 y ·the shape or suggestion of a 
bird from an English newspaper article and added some ink to the 
newspaper. The birds one wing which has a 1 ready been par tia 11 y 
clipped extends beyond the confines of the cage and is in 
dangerously close proximity to a sharp pair of scissors 
(censorship> which is wielded by an <unseen) hand who takes 
ins·truc tions from an unseen senior. ( "Ja, c 1 ip its wings •• • just 
in case"). Descent, as opposed - to ascent (flight) is evoked to 
the left of the cage through the use of line and stipple effects. 
The cartoon is carefully composed, the contrast between the 
aesthetic qualities and the brutal content of the graphic 
communicates a sense of unease. The caged bird serves as a 
metaphor for the restricted press, its brutalised wings 
representing the violent nature of censorship. 
A captionless and untitled Bauer cartoon published in April 1987 
<.!...:i.E..-2> <109) visually represents the eradication of media 
freedom. All that remains on this battle field is a tangled 
debris consisting of a smashed television set, a broken camera 
and cassette recorder, microphone, ree 1 s of tape and /or film. 
However while the first cartoon < fiq.1 > is a bleak, if not 
outrightly pessimistic perspective on the future of a "free" 
press in South Africa this second cartoon contains elements of 
optimism. Rising out of this devastated landscape is a so 1 i tary 
hand clutching a quill pen. The pen extends beyond the picture 
frame and has been positioned by the editors so as to suggest 
that it is Bauer's own hand writing his name. The pen can be read 
as representing the resi 1 ience of journa 1 ism and /or cartooning 
despite the "onslaught" against the media. 
In September 1987 Bauer produced a cartoon concerning censorship 
which commented on the absurdity of censorship by using humour 
(ti.g_.3) (110). In this cartoon Bauer ridicules the government's 
attempts to silence the Weekly Mail and shows it as a response 
based on fear. The Government is represented by P.W. Botha. He is 
accompanied by the SABC. Botha, and to a lesser extent the SABC, 
display irrational responses verging on hysteria. 
<"Aaaaiiieeeeeeee Jt's •• it's •• The Weekly Nail"). Fear, panic and 
108). Weekly Mail 12/12/1986:12 
109). Weekly Mail 30/4/1987:20 






frustration are a 11 imp 1 ied by the sever a 1 con f 1 ic ting directions 
in which former State President P.W. Botha is fleeing, clutching 
his head, evidently not having anticipated the encounter with a 
Weekly Mail reader. Small touches, such as the two circular 
"eyes" above the SABC screen and the two eyes which are seen 
being disturbed from reading the Weekly Ma i 1, add to the 
enjoyment of the cartoon. Cartoons such as this one mock the 
governments need to silence . the press. The particular cabinet 
ministers in charge of enforcing press and political restrictions 
would become favourite targets for cartoonists attacking state 
censorship, and would frequently be subjected to humour being 
used in such a way as to ridicule their actions. Ironically, the 
use of humour, may contribute to their inability to react 
spec if ica 11 y against cartoons. Humorous cartoons, no matter how 
provocative, are always potentially "just joking" and society 
takes a dim view of those in power who prove lacking in humour . 
The entry and exit of Stoffel Botha 
Former Minister of Home Affairs Stoffel Botha will be remembered 
as representative of a concerted attempt by the Nationalist Party 
government to curb press dissent. If he is remembered as an 
individual it will probably be due, in part at least, to the 
numerous cartoons in which he features. It would appear that 
S tof fe 1 Bo tha was a fu 11 y developed feature of Zapiro' s 
iconography before Bauer began to represent him rather than the 
head of state <P.W. Botha) in cartoons commenting on press 
censorship. 
The ear 1 ies t appearance of S tof fe 1 Bo tha in Bauer ' s cartoons in 
the Weekly Mail is at the end of April 1988 <Fiq.4> (111). It is 
a less than dignified representation of Stoffel Botha as a 
hallucinating drug addict, his "fix" being censoring the 
alternative press. Before him lie used syringes labelled Work in 
Progress, South, New Nation and Grassroots. Botha pleads 
"Please please the Weekly Mail quick ! ". The singlemindedness of 
purpose of the addict I Botha counters any suggestion bf 
openmindedness, the manic psychological state represented totally 
unsuited for cool, objective judgement. Bauer ' s familiar 
inkspot/blood analogy adds a violent character to the cartoon. 
In October 1988 amidst the renewed threats directed at the Weekly 
Ma i 1, and pub 1 ished a day before the paper was c lased for a 
month, Stoffel Botha is represented as a masked executioner (fig 
5) (112). Stoffel Botha is portrayed as essentially bored and 
small-minded. He laments "I ' m lost! Washed-up forgotten ••• " 
111). Weekly Mail 29/4/1988:12 
112). Weekly Mail 14/10/1988:10. For discussion of Zapiro's 
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Stoffel Botha reappears in January 1989 in a Bauer cartoon which 
was integra ted in to the newspaper with . an article on censorship 
of the a 1 tern a tive press ( 113) rather than the customary "Derek 
Bauer's War ld". ( j_;£g_. 6) 
·~on't say I didn't warn you" Botha quips. He stands smugly with 
his hands clasped behind his back, wearing a pin-stripe suit and 
skull and crossbones tie. Botha's ears and portliness are 
exaggerated considerably. While his face is seen frontally, his 
be 11 y is in profile and his legs are in three-quarter view. The 
resulting contortion suggests a shifty, mischievous character. 
The qualities usually associated with skull-and-crossbones such 
as death and destruction, danger and poison can all be 
associated with the conditimn of the wretched creature at his 
feet who represents the alternative press. This figure has 
suftered multiple stab wounds and appears to ~ave been critically 
wounded. The weapons used are quill pens and paint-brushes, and 
the bloodlinkspot analogy is again apparent. 
S tof fe 1 Bo tha 's sudden po 1 i tic a 1 retirement in May 1989 is less 
than flatteringly recorded by Bauer (fiq.7> (114). With the words 
"Oh my ••• it's the election" Botha flees into the distance. In 
small pr·int Bauer adds "on behalf of all cartoonists we mourn 
your departure ou Stoffel". 
j _ON POLITICAL CENSORSHIP 
The release of aged ANC and SACP leader Govan Mbe k i in December 
1987 after 23 years in jail (115) provided Bauer with an 
opportunity to represent the overlap between political and press 
censorship (f.iq.8) (116). Mbeki's movements and activities were 
severely restricted soon after his release. Not being allowed to 
speak to the press was only one such restriction. 
In Bauer's cartoon a gagged Govan Mbeki is interviewed by unnamed 
journa 1 is t with a crooked tongue. "t1r. t1beki sir ••• how do you 
feel about your release". There is a stark visual contrast 
between the two figures emphasized by both seale <Mbeki 's head 
looms large>, as well as graphic technique <Mbeki's features are 
cross-hatched, and hence more "rea 1 is t" than the interviewer who 
113). "Mere arithmetic won't explain why Stoffel's new victims 
matter" Shaun Johnson Weekly Mail 201111989:12 
114 ) . Week 1 y Ma i 1 12 15 I 1 989 : 12 
115>. Although influenced by factors such as Mbeki's poor health 
and age, his release was also used as a test case by the 
government in order to assess the effects releasing long 
term political prisoners would have on the internal 
po 1 i tic a 1 c 1 ima te, and can be seen as a "curtain-raiser" to 
Mandela's release over three years later. 






is more schematic and distorted>. In addition 
effectively prevented from communicating. The 
clearly either insensitive or simply cruel, 
Mbeki is silent, 
interviewer who is 
is closely observed 
by Mbeki. 
A cartoon published a month before the Mbeki cartoon <i...isJ....9> 
< 117 > is a more genera 1 comment on censorship which can be 
interpreted on several levels. A blindfolded senior white male 
announces that "There are no politic a 1 prisoners in South 
Africa". 
On one level the cartoon can simply be read as representing the 
"cocoon" that many white South Africans choose to 1 ive in, in 
which case the man is simply expressing his ignorance. 
The man can however, also be taken to represent the government 
who were more inclined at the time to define political prisoners 
as "criminals" or "terrorists". 
In addition the similarity between the composition and the 
"talking-head" format of television news is also difficult to 
ignore. The last two readings make the cartoon more than a 
comment on ignorance arising from censorship. The use of a 
blindfold visually undermines the authority of the speaker. The 
"official" position ("no political prisoners") is shown to be 
unfounded in reality. The cartoon then is also a comment on 
dis information - what we are told <by the government or SABC > 




pass ib le in terre la ted readings which arise from 
remains remarkably coherent, each reading adding 
cluttering or confusing the cartoon. 
the 
to, 
Bauer has dealt with political prisoners as a theme in the Weekly 
Mail since April 1986 (.f..£g_.10) <118). Play-Pen deals with 
imprisonment. The concept is probably developed from widely 
published accounts of youths, some of them still children, 
languishing in detention. Play-Pen clearly indicates an interest 
in representing emotional and ps~chological states of mind 
through visual means. Pain, anxiety, frustration, and resistance, 
are all signified through details such as the twisted head <which 
provides the foca 1 point of the picture) , the ja i 1 bars (which 
dissect the pictorial space>, the clenched fists, Casspir, AK-47, 
and not least the naked light bulb <which it is suggested has 
been left on to prevent sleep>. 
Mandel a as jailed and jailer 
Several of Bauer's cartoons which take political 
their concern are representations of the jailed 
then banned ANC, Nelson Mandela. Bauer's visual 
11 7 > . Week l y Ma i l 13 I 11 I 1 987 : 12 
118>. Weekly Mail 41411986:10. 
censorship as 
leader of the 
representations 


















of Mandela are all the more interesting because of the fact that 
the government had banned photographs of him. The few "legal" 
photographs of Mandela were several decades old (119). Bauer 
would find ways of representing the issues concerning Mande la, 
rather than the man himself. 
The first of these ( f iq.11 ) ( 120) was published in September 1987 
when Man de la · s release was rumoured to be immanent • Man de la is 
represented as a weathered but dignified bird locked in a cage, 
behind him are the empty cages of released Russian "dissidents" 
Sakharov and Shcharansky, and to his side the open cage of the 
recently released Wynand Du Toit <121). Without resorting to 
slogans or captions Bauer communicates both the overdue release 
of Mandela, as well as tne dignity and steadfastedness that 
characterized his years in prison. It is however, under the 
ci~cumstances necessary for Bauer to name Mandela for the cartoon 
to have specific, as opposed to general comment. 
Bauer would re-use birds and bird-cages as metaphors for 
imprisonment on the co lour cover for the Christmas 1989 edition 
of the Weekly Mail (122) Recently released political prisoners 
<Rivonia trialists [Walter] Sisulu, [Ahmed] Kathrada, [Raymond] 
Mhlaba, Delmas Trialists [PopoJ Molefe and ["Terror"] Lekota, and 
veteran trade unionist [Oscar J Mpetha) are represented as birds 
set free by state president F.W. De Klerk. A large agitated bird 
["Nelson"] which has outgrown its cage, watches with its 
wings/hands on its hips. 
In July 1989 Bauer chose a different way to visually represent 
Mandela (fiq.12) <123). The cartoon refers specifically to press 
disclosures that P.W. Botha had tea with Mandela at Tuynhuis, the 
official residence of the State President. Neither Botha nor 
Mandela are named in the cartoon as the identity of the 
characters would be obvious to the readership. 
Bauer tactfully avoids the difficulty of drawing someone he has 
never seen. A standing Mandela is represented from behind, 
wearing prisons uniform, his feet attached to a ball and chain. 
119>. Even using these was riot easy. A Sue Williamson poster 
based on a 1964 photograph of Mandela which was published 
by the Bureau of Information in June 1986 was withdrawn by 
the publishers on legal advice. See "Why no poster" South 
28/7/1988:9. See also "The first legal photo of Nelson 
Mandela in 22 years" Weekly Mail 6/6/1986:1 
120). Weekly Mail 11/9/1987:12 
121). See footnote 145. A cropped and slightly modified version 
of the cartoon <Mbeki's name replacing that of Du Toit's) 
would later be re-used by the Weekly Mail. (15/7/1988) 
122>. Weekly Mail 21/12/1989 
123). Weekly Mail 14/7/1989:12 














present but silent, an anonymous statistic. Only his hands 
stir the hot cup of tea define him in v isua 1 terms as 
Facing Mandela, but distanced by a table which has been placed 
slightly to the side towards the wall, Botha stands near the open 
door. In contrast to the difficulty of visually representing an 
unseen, unheard and unknown Mandela, Botha was at this point well 
developed in Bauer's iconography as a cartoon character. In this 
particular instance Botha's jaw is somewhere between his own and 
that of a crocodile or hippo. He is barefoot. "Look ••• be 
reasonable ••• try to put yourself in · my shoes ! " Botha reasons 
with Mandela. The stark blackness seen through the door and 
window serves to visually contrast the world outside with that 
"inside" <prison). 
Based on what little available visual information there existed 
at the time as to Mandela's physical appearance, Bauer dared a 
facia 1 representation of Man de la in late January 1990 < .t.£Q. 13) 
(124). At this stage world pressure (particularly sanctions>, was 
forcing the government to take note of political demands, such as 
the release of Mandela and political prisoners. It was even 
cyn ica 11 y suggested at the time that Man de la was of more us.e to 
the ANC in jail than out. 
The Nationalist Party government, paralysed by the fear of losing 
the support of its trad i tiona 1 constituency, appeared unable to 
release Mandela. Bauer commented on this shift in the balance of 
political power by playing on the ambiguity between jailer and 
jailed. State President F.W. De Klerk is represented as a jailer. 
The difference in style of government between P.W. Botha and F.W. 
De Klerk means that representation of F.W. De Klerk is far more 
understated, and hence amb iva lent, than his _predecessor. 
De Klerk reluctantly frees Mandela ("Okay ••• you're free") but it 
is De K ler k that appears to be retreating in to a cobweb laden 
prison cell, almost as if he is inviting Mandela to join him. As 
with the other representations of · him, Mandela is silent. The 
silence of Mandela in these cartoons maintains the mystique that 
the government inadvertent 1 y cu 1 tiva ted around Mande la the 
prisoner. 
K THE CENSORED 
In June 1986 a cartoon of Bauer's, together with a considerable 
number of features, was on the advice of the Weekly Mail's 
lawyers restricted to comply with Emergency regulations <fiq.14) 
< 125) . In August 1988 Bauer produced a cartoon representing the 
Minister of Defence Magnus Malan as a military tank <.t.£Q.15> 
( 126). Malan accuses the End Conser iption Campaign : "You are the 
124). Weekly Mail 26/1/1990:14 
125>. Weekly Mail 20/6/1986 
126). Weekly Mail 5/8/1988 
- .. - ~ --
' . ~· -lit • - ~-~ ,_ ·-"'-:.. • • ~. • ......... _:~ .. ~---- ~ ~--- -·- - · ~~- ·~ _.. ~~ ,_ '" - ~·· • •• • • ~ \. ~- - ..._,__ •• "'- .... ~ ·. 
~'· 
27 
vanguard of those forces that are intent on wrecking the present 
dispensation and its renewal". "Who? Me?" questions the small 
figure representing the ECC . This cartoon, read in con june tion 
with specific articles concerning military conscription, 
contributed to the government ' s decision to remove the Weekly 
Mail from circulation. <127> 
But censorship does not beg in with government prosecution or 
action but with self-censorship. Bauer has stated that he 
"[doesn ' t] want to drop the Weekly Mail in shit" (128>. The 
Weekly Mail has censored Bauer on several occasions for two very 
different reasons : legal and political. 
Firstly as in the restricted cartoon of June 1986, the Weekly 
Mail is essentially pro'tecting itself from government 
prosecution. Another example of the Weekly Mail applying 
cen~orship for legal purposes can be seen in a cartoon of August 
1987 < t.J..g_. 16) < 129) • This cartoon was produced in response to the 
departure of Cape Times editor Tony Heard . Heard's departure was 
seen at the time as a politically motivated act engineered by his 
emp layers under government pressure < 130 > . In the or ig ina 1 
cartoon submitted by Bauer for publication the central figure who 
represents the Managing Director of Times Media Ltd. (the 
newspaper company which owns the Cape Times>, Gordon Mulholland, 
contained a speech bubble which read : "I love the smell of blood 
in the morning", which is a reference to the film Apocalypse Now. 
At the bottom of cartoon was a caption : "In memoriam Tony Heard" 
<131). The Weekly Mail fearing being prosecuted by Mulholland, 
probab 1 y for pub 1 ic defamation ( 132) , era sed the speech bubble 
and replaced the caption with another : "Cape Times : The sickle 
is mightier than the pen". 
The result of the editorial intervention, albeit justified on 
legal grounds, means that the precise content is obfuscated. Not 
many people are familiar enough with Mulholland to recognize him 
as the figure cutting down a whea tf ie ld of writers (represented 
by the hand and quill-pen motif). The reference to the Cape Times 
in the caption, rather than clarify the cartoon's content, 
127>. "Why your Weekly Mail disappeared from the shelves" 
Weekly Mail 12/8/1988:3 
128). See interview with Bauer p.78 
129) Weekly Mail 14/8/1987:12 
130). Heard had published an interview with a "listed" person 
<ANC president Oliver Tambo). See "Editor Heard risked 
three years jail" Clare Harper Weekly Mail 8/11/1985:3 
131). D.Bauer personal communication 8/1/1990 
132). Weekly Mail editor Anton Harber notes in the foreword to 
Bauer's S.A. Flambe : "There are not many people who can 
make editors worry about defamation in a caricature. Bauer 
has done this to us of ten". 
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confuses it. In trying to interpret the published 
reader may be forgiven for mistaking Mulholland for 




A second example of censorship practiced by the Weekly Mail is 
motivated by political rather than legal considerations. One such 
example was published in December 1985 (fiq.17) (133). Opposed to 
economic sane tions as a method for exercising pressure on the 
government Bauer represented Archbishop Desmond Tutu, an advocate 
of sanctions, in prayer : "And God ••• while you're at it ••• help us 
starve the bastards out!". The an ti-sane tions content of the 
cartoon clearly did not reflect the position of the editors or of 
many of the readership, and the editors intervened with letraset. 
"Bishop Desmond Tutu as se!?n nightly on SATV" has been inserted 
in an attempt to alter the content , of the cartoon. The published 
version becomes a comment on the representation of Tutu by the 
SABC (here designated by the genera 1 term "SATV"), rather than as 
an anti-sanctions cartoon. 
133 > • Week 1 y Ma i 1 13 I 12 I 1 985 : 1 0 
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CHAPTER THREE: ZAPIRO AND CENSORSHIP 
INTRODUCTION TO THE CARTOONIST AS POLITICAL ACTIVIST 
Zapiro's cartoons discussed in this paper were produced w~thin a 
shorter period than the Bauer ' s discussed in the previous 
chapter. Most of them were published in South between March 1987 
and February 1988. 
Zapiro differs from the tradition of political cartoonist as 
anarchist. His cartooning grew out of his political activism 
producing media for organisations such as the UDF and ECC~ 
If Zap ira's pas i tion has precedents in the his tory of sa tir ica 1 
graphics, it is closer to explicit party political propaganda 
<much of which is historically anonymous or collective>, or to a 
tradition of caricature as rooted in morality. (135). The 
imp 1 ica tions of politic a 1 alignment for critical art practice 
will be discussed more fully in the final chapter. 
ZAPIRO AND CENSORSHIP 
This chapter will examine specific cartoons which comment 
direct 1 y on media censorship, as we 11 as cartoons e>/Pos ing or 
countering dis information, and cartoons which have been censored ·. 
ON CENSORSHIP OF THE MEDIA 
Cartoons commenting direct 1 y on 
into two different groupings 
restriction of news on SABC; and 
concerned with press censorship. 
The news on SA TV 
media censorship can be broken 
cartoons commenting on the 
cartoons which are specifically 
Zapiro produced two cartoons in September 1987 which represent 
the government's control of the SABC, in particular its control 
over the news. In the first cartoon (_f£Q.18) (136> P.W. Botha ' s 
hand crosses the television screen and throttles Riaan Eksteen, 
the Director General of the SABC, who informs us: "We [the SABCJ 
are fglug) looking into tug) measures to . tighten up (skxx) 
procedures in the (gurk) flow of (urk) news ... " Eksteen's head 
extends beyond the confines of the television screen and picture 
frame, and appears ready to burst. His tie ex tends to the fran t 
of the picture plane. The tie is patterned with small 
reprC?sen ta tions based on the logo for His Masters Voice, except 
135>.Baudelaire wrote of Daumier that :"to assess his true worth 
Daumier needs to be analysed both as an artist and as 
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that the dog listening to the gramophone appears to be expressing 
varying degrees of amazement to the recording. In contrast to the 
violence represented on the screen, the depiction of the control 
switches to the side is relatively objective as in a technical 
diagram. 
In the second cartoon (1J.g_.19) <137) the concept is similar to 
the first. P.W. Botha is again represented as the final 
arbitrator for the news. This time, instead of the Director 
General of the SABC, we see a white male newsreader. The 
te lev is ion is positioned in Botha' s mouth. "Good evening. Here 
is the ... (glugJ .. . news ••. ". The implications are that what is 
permissable to broadcast <or publish) has to have government 
approval (or be swallowed or eaten>, and also that the SABC is 
little more than the vocal dhords of the government. 
Staffel Botha and the return of the Dark Ages 
All of Zapiro's cartoons which are specifically directed at press 
censorship invariably involve Stoffel Botha, and were prompted by 
the increased powers given to Botha in order to combat the 
"unconven tiona 1 revolution supper ting press" ( 138). 
In two of the four cartoons representing Stoffel Botha as the 
agent of government censorship, he is represented as a servant of 
P .W. Botha, and in the remaining two he is seen performing his 
task as an executioner (censor) . A 11 the cartoons are set in a 
medieval context, which, as will be discussed later, may have 
implications for avoiding censorship. The medieval context could, 
in the popular imagination, be associated with the notion of 
"Dark Ages", which would be an appropriate metaphor for an era 
characterized by oppression and censorship rather than 
en 1 ightenmen t. 
The Emperor ' s New Clothes (fiq.20> (139), a reworking of Hans 
Christian Anderson's fairy-tale, is the first of the series, and 
was first published in August 1987 (140). The two Bothas are both 
137>.South 24/9/1987:12 
138).See Chapter 1 p.17 
139).South 27/8/1987:14 
140).The Emperor ' s New Clothes has been published several times 
in the alternative press. Eg. an undated Save the Press 
Campaign publication (possibly October 1887). 
In Zap ira's absence South re-used a b·ad 1 y cropped version to 
accompany editor ia 1 comment <"Countdown to closure") , as 
well as a reduction of the detail of Stoffel Botha on the 
cover (10/5/1988:1,9). The detail of Stoffel Botha was used 
again on the cover of the 14/1/1988 edition of South with 
the caption "Stoffel Botha acts". A detail <Stoffel Botha 
charging the alternative press) was reprinted as late as 
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present. P.W. Botha, depicted naked except for his crown, state 
president ' s sash and meda 11 ion, and glasses. He orders S tof fe 1 
Botha to "charge" the alternative press ("Stoffel, charge him 
with spreading blatant distortions and miserable lies ! " ). 
The a 1 tern a ti ve press is represented as an unassuming, almost 
Robin Hood-type character (but without crossbow). He wears a 
press-card in his hat, and is pas i tioned on the left of the 
cartoon. He is busy recording what he sees with a feather on a 
scroll. He asks " Why is the emperor wearing no clothes ?" 
Stoffel Botha is dressed as a medieval knight but with a dunce's 
cap on his head. He is shown responding to his master's order -
"charging" the a 1 terna tive press with a halberd. 
Grovelling in the bottom r ,ight hand corner of the cartoon are 
three d isrepu table characters. One of them holds a video camera 
labelled SABC " 0 1'1aster, your attire is perfect! Who is the 
royal tailor ?" The other two, who are visually similar if not 
identical, are crouched submissively on the ground. ( "Oh your 
Highness, what a lovely outfit ! " and "Beautiful clothes, your 
Excellency"). They wear press cards in their hats <"Press " and 
"Pers") and represent the commercia 1 press, both Eng 1 ish and 
Afrikaans. 
S tof fe 1 Bo tha appears for the first time as an executioner in 
September 1987 (fig 21) <141 ) . The Friendly Executioner 
accompanied an editor ia 1 article ( 142) • He is represented as a 
masked, bare-chested executioner holding a double-edged axe r eady 
to decapitate his next victim-. The victim is a blindfolded, 
spind 1 y 1 imbed 1=rea ture, with his hands tied behind his back. 
Although the victim ostensibly represents the press in general 
<there is a card indicating "press" in his hat) the cartoon, due 
to the context of its publication (ie. in South in a climate of 
press repression which was mainly directed at the alternative 
press>, also reads as a comment on official attempts to curb the 
a 1 tern a tive press in particular. The fact that the "press" here 
is represented in identic a 1 c lathing to the figure representing 
the a 1 tern a tive press in t.J..g_ 20 as we 11 as in the figures in the 
fa !lowing cartoon ( f iq.22) reinforces this more narrow 
interpretation of the cartoon. The bloodstains of previous 
victims are clearly evident on the execution block, suggesting a 
series of executions. Botha ' s speech bubble is in sharp contrast 
to widely-held views concerning the arbitrary character of 
censorship < 143). It reads : "/'1y friend, you wi 11 be happy to 
know that with the help of our panel of obJective experts, 
every thing is being done in as sc ien ti f ic a manner as 
January 1989 on the front page of the New Nation with the 
caption "Stoffel Botha strikes again" <New Nation 
12/1/1989:1) 
141 ) . South 1 0/9 I 1 987 : 1 7 
142) ."Let Tambo be Heard" Rashid Seria South 10/9/1987:17 













possible •• • ". Pas i tioned in a Punch and Judy set are three 
overweight, middle-aged, white men. They are named in the cartoon 
as a "Panel of e><per ts provided by· the directorate of media 
relations". The "puppets" unanimously pronounce the alleged 
offender guilty. 
In "Dom Duiwels" published in Grassroots in April 1988 (li.g_.22) , 
Zapiro once again 1 i kens the act of censorship to the act · 'of 
execution by decapitation . . S tof fe 1 Bo tha returns as the mas ked 
executioner, wiping the blood off his axe as the blindfolded head 
of his victim (New Nation presscard in medieval hat) leaves its 
body and bounces violently out of the picture frame. A queue of 
similarly dressed and b 1 ind-fo lded journa 1 is ts (representing the 
Weekly Mail, Grassroots, Out of Step, Saamstaan, WIP and South 
respectively> await a similar fate. ( "Dom Duiwels ! All you had 
to . do was to stop telling the truth ••• Next !") 
A less grim representation of press censorship was published in a 
Save the Press Campaign pam ph let in June 1988. ( .i.:£9..23) "P .W. 
Quixote and Sancho Stoffel" is a re-working of Miguel Cervantes ' 
Don Quixote. In this instance the use of a literary setting is 
particular 1 y interesting, given that publication <and hence 
writing itself) ~s under attack. Stoffel Botha is likened to Don 
Quixote's uneducated and obedient servant <Sancho Panza). Based 
on a scene in the or ig ina 1 version "P. W. Quixote" informs "Sane ho 
Stoffel" that the windmills on the horizon <which are cut out of 
newspaper and named Grassroots, Weekly Mai 1 and Saamstaan), are 
demons - "Look Sancho ••• More evi 1 demons ! ". "Sancho" is armed 
with an axe and ready to respond immediately ("Jole ! Let's get 
em ! "). Behind them are crosses cut from newspaper and named 
after the newspapers <New Nation and South) which had been 
temporarily banned by Stoffel Botha. (144) 
ON DISINFORHATION 
Severa 1 of Zapiro 's cartoons are concerned with dis information. 
They tend to deal with the subject in two ways. Firstly by 
exposing disinformation, and secondly by co4ntering it. 
Spook Stories <.i.:£9..24> <145), which was published in April 1987, 
communicates the concept of disinformation in unambiguous terms. 
Zapiro uses the idea of a "bed-time story" <albeit a "spook-
s tory" in tended to frighten the children in the cartoon) to 
achieve this end. The ANC is represented by South African 
Minister of Foreign Affairs Pik Botha as a com~unist demon . about 
to attack its <presumably innocent) sleeping victims . The 
different responses of the terrified white children and the young 
black child who is clearly neither misled nor amused by what he 


























is hearing, communicates in simple terms the fact that the image 
of the ANC portrayed by the government is grossly distorted. 
A second example of exposing disinformation adopts a similar 
tactic to t_j_g_. 9 where the v isua 1 image con tr ad icts the caption 
( i..£fl.25) ( 146) . This cartoon, pub 1 ished in October 1987, refers 
to widespread allegations about the collusion of the security 
forces with vigilante forces against the "comrades" in squatter 
settlements in the Western Cape. 
The caption is particularly lengthy 
space in the graphic. It reads 
S.A.D.F. is currying favour with 
order to win support for 'the new 
conservative puppets as councillors 
and occupies considerable 
"The allegation that the 
certain squatter leaders in 
town councils and to install 
is devoid of truth and thus 
not worth commenting on. " 
The drawing, despite the seriousness of the subject, is 
humorously treated. A vigilante, cigar in mouth and wearing the 
white head-band that identified the vigilantes, and for which 
they were known as wi tdoeke, is we learned to "the opera tiona 1 
area" by the SADF. The door to the ( presumab 1 y "off ic ia 1 ") car 
which has transported him is opened for him, and a hastily 
unrolled carpet, presumably red, has been provided. 
Both cartoons discussed above are clearly concerned with exposing 
disinformation, either by questioning the authority of the 
"story-teller" <i..£fl.24>, or by boldly contrasting what is 
represented visually against what we are ("officially") told 
<i..£fl.25). By making processes of disinformation visible, both 
cartoons provide "alternative" readings of events. 
Developing alternative readings of events can be seen as an 
attempt to counter disinformation by presenting viewpoints, which 
in the cartoonist's view, are closer to the "truth". 
This is particular 1 y evident in a cartoon pub 1 ished in June 1987 
which deals with what the government and the media usually choose 
to call "black-on-black violence" (fiq.26) <147). 
Lying dead on the ground are two political activists. They are 
presented with equal visual emphasis. The one is named as a 
member or supporter of the Azanian People's Organisation <AZAPO>, 
the other as a member or supper ter of the UDF. To the right of 
the cartoon, a black, ba lac lava-clad, hired killer dressed in 
black, gun still smoking in his right hand, is paid for his deed. 
The hand that pays him is white and the sleeve indicates a 
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The intention of the cartoon is to explain, in as concise a 
manner as possible, the methods used by the government in order 
to "divide and rule". While editor ia 1 censorship, as we sha 11 see 
below, has created a certain ambiguity as to the identity of the 
"pay-master", the cartoon succeeds in countering dis information 
by providing an alternative narrative. 
THE CENSORED 
Zapiro's political position was sufficiently close to that of 
South's to not have to contend with political censorship from the 
editorial staff. There would however be much contention between 
cartoonist_ and editors concerning the limits to which cartooning 
could be pushed in order to survive legal censorship <148) 
As indicated above, .f...j_g_ 26 has been subjected to censorship. In 
the .or ig ina 1 version the pay-masters hand has been identified as 
that of the South African Police <SAP>. The editors, presumably 
acting on on lega 1 advice, cropped the printed cartoon so that 
the alleged culprit remains unnamed in the published version. 
One cartoon that's caption was changed by the editors was 
published in September 1987 ( fiq.27) <149>. In the published 
version, an overweight, moustachioed, bespectacled secretary to 
the State President calls into P.W. Botha ' s office: "It ' s for 
you, Sir ••• Jt ' s the people of South Africa ••• They also want to do 
a swop - and your name has been mentioned". In his left hand he 
clutches a newspaper named by Zapiro as Daily Grovel. The 
head 1 ine reads "Big prisoner swop today 1 " and refers to a 
prisoner swap arranged between the South African, Angolan, French 
and Dutch authorities (150). In smaller print the newspaper reads 
"Now free t1andela". The pre-editorial letraset version read: "You 
[P.W. BothaJ for Mr. Mandela" where "and your name has been 
mentioned" has been inserted. Once again, fear of government 
censorship has resulted in the bluntening of the explicit content 
of specific cartoons. <151) 
A cartoon of Zapiro ' s which has the distinction of being one of 
the few cartoons to be off ic ia 11 y banned for dis tr ibu tion and 
possess ion, was issued as a calendar for 1987 by the UDF in the 
148).See interview with Zapiro p.57-58 
149).South 10/9/1987:15 
150).The South African authorities exchanged one hundred and 
forty five prisoners <Dutch citizen Klaus De Jonge, French 
citizen Pierre Albertini, and 143 Angolan soldiers) for a 
single South African soldier captured in Angola <Major 
Wynand Du Toit). 
151).According to Zapiro some readers did not understand the 
published version. personal communication July 1988 
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Western Cape <152>. The exhibition at which the original copy 
was first shown was titled About Time- Images of South Africa. 
It formed the v isua 1 arts component of the Towards a Peoples 
Culture festival. Hours before the exhibition opened the en tire 
festival was banned. The authorship of the full-coloured pen and 
ink and wash drawing is in itself censored (153). 
The image itself is a joyous representation of the South African 
Police <SAP> and Defence Force <SADF> attempting to impose 
"order" on a v ibr ant township. The strength of the cartoon lies 
in its humorous and detailed representation of numerous 
concurrent events, as we 11 as in its references to specific 
ind iv idua ls and types of person. Apart from luminaries such as 
UDF patrons Archbishop Tutu and Alan Boesak, numerous western 
Cape activists can be recogn i sed. (154) 
Although precise reasons for censorship are often unclear, 
Zapiro himself not knowing to what extent, if any, his cartooning 
practice was res pons ib le for his detention < 155) , in this 
instance it is tempting to be 1 ieve that any consideration of the 
publication as "subversive " or "undesirable" must have been 
motivated not only because of the fun that is made of the SAP and 
SADF in the cartoon, but also because of the joy and optimism 
which is expressed. 
152).It has recently "unbanned" itself <ie. it has been 
reprinted>. It is reproduced in Williamson,S. p.92 
153).A close look at the bottom right hand corner shows that the 
cartoonists signature has been removed. 
154>.These include Zapiro ' s mother Gaby (seen selling cakes>, his 
sister Yvonne <with computer paper>, as well as Zapiro 
himself with sketch pad in hand, <a line drawing of a 
policeman as a pig is on the pad>, and pencil and brush in 
back-pocket, holding hands with Karina Turok, whom he has 
since married. 
155).See interview with Zapiro p.59 
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CHAPTER 4 
ANARCHISTS AND ACTIVISTS AND CRITICAL ART PRACTICE 
Having discussed specific cartoons in the preceding two chapters, 
the aim of the cone lusion is to tease out some of the issues 
which have been raised during the course of this paper, in 
particular the implication that "anarchists" and "activists" have 
for developing a critical art practice. 
While recognizing that the respective points of entry for Bauer 
and Zapiro are different, and in some ways diametrically opposed, 
it would be crude simply to contrast the two strategies of 
intervention without recognising the overlap that exists between 
these strategies, and to explore both the possible advantages and 
limitations of "anarchy" and "activism" for political cartooning. 
In order to achieve this end it is necessary to identify who and 
what is subjected to critic ism in the cartoons of Zapiro and 
Bauer, as well as to consider the character of this criticism. 
Much of Zapiro ' s cartoons contain comment critical of 
the Nationalist Party government, the South African Defence Force 
<SADF>, the South African Police <SAP>, as well as of the 
"official" political opposition represented in the Tricameral 
Parliament. Also targeted by Zapiro are the SABC, the Chamber of 
Mines, the far right, home land leaders and "rebel" spar ts tours. 
In addition, powerful "friends" of the South African government 
such as British Premier Margaret Thatcher and American President 
Ronald Reagan, are also lampooned • by Zapiro. 
Repression, censorship, disinformation, corruption and 
destabilisation, are the dominant themes with which the groupings 
named above <usually represented by their leaders>, 
are shown to be associated 
Zapiro is far gentler in his representation of representatives of 
the extra-parliamentary opposition to Nationalist Party rule. The 
UDF, South African Youth Congress <SAYCD>, Congress of South 
African Trade Unions <COSATU>, the ANC, South African Council of 
Churches <SACC>, and Black Sash all escape the physical 
distortion and sometimes undignified contexts to which the 
government and its allies are subjected. (156) (tdg.28) 
In contrast to 
a 11 people as 
Zapiro, Bauer, according to Anton Harber, 
equals. He sees everyone he dra~s as 
"treats 
equally 
156>.These organisations are generally represented by their 
leaders ; Oliver Tambo <ANC>, Beyers Naude and Frank Chikane 
<SACCC> Sheena Duncan <Black Sash>. COSATU, UDF and SAYCO 
are represented less by leaders than by generalised 
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disgusting." <157). This is more or less consistent with the 
views that "If you're going to be in favor of something~ you 
might as well not be a cartoonist" <158) and that "In 
consistently applied caricature there are no 'heroes., (159), 
which can also be seen as closer to an older view of caricature 
articulated by Champfleury who wrote: "a true caricaturist could 
never be popular because he revealed the weaknesses, lies and 
deformities of humanity." <160> 
In Bauer's terms the fact that Zapiro reserves his criticism for 
the opponents of the ANC/SACP/UDF/COSATU alliance, more 
specifically the government and its allies, means that he is "not 
a cartoonist" (161). 
However, the above definitions of caricature /cartooning do not 
acknowledge the heterogeneous character of the practice, and 
while claiming pedigree ("true caricaturist">, represent a 
se lee tive view of the function of cartoons <spec if ica 11 y 
political cartoons). (162) 
Contrary to the view of cartooning expressed above, Zapiro 
develops the potential of cartooning as a didactic practice. 
While this would clearly contradict Champfleury's view that 
"Caricature should not preach" <163>, the politically partisan 
character of Zapiro's cartoons is motivated by a sense of social 
injustice and inequa 1 i ty, and a be 1 ief that in order to assist 
the process of po 1 i tic a 1 and soc ia 1 change it is necessary to 
work jointly with the organised formations of political 
resistance <more spec if ica 11 y those under the rubric of the "Mass 
Democratic Movement">, which represent the ideals with which the 
cartoonist himself has openly identified. (164) 
Seen in this perspective, Zapiro's cartoons should not only be 
seen as party political propaganda, but also as motivated by a 
sense of morality (165). This is not to suggest however that 
moral outrage is peculiar to politically aligned or "activist" 
cartoonists. The "anarchist", although theoretically politically 
157) .Anton Harber "Foreword" in Bauer ,D. 
158>.Contemporary cartoonist Patrick Oliphant quoted in 
Paulson p.185 
159) .ibid. p.203 
160l.Quoted in Stamm,T.D. p.58 
161l.D.Bauer personal communication 8/1/1990 
162l.Stamm notes that Champfleury's definition of caricatu~e was 
"tailored" to serve "as a pictorial exemplum of [his] 
Rea 1 is t theories" ( p. 54) 
163 ) . Stamm p . 62 
164l.See interview with Zapiro p.59-60 
165) .As Pat ten ( p. 332) has no ted "sa tire is a weapon of the 
dis possessed". This imp 1 ies a fund amen ta 1 par tia 1 i ty. 
























"independent", "neu tra 1" or "non-a 1 igned" may also be mo ti va ted 
by a sense of morality. 
Bauer ' s Mbeki cartoon <iig.8> is a case in point. 
Caricature here has clear 1 y not been "cons is tent 1 y app 1 ied". The 
relative dignity accorded Mbeki compared to the visual 
representation of his interviewer make it very clear who is the 
"hero" in this cartoon. There are two ways of interpreting this. 
In the first instance it could be argued that the stark 
po 1 ar i ties of South African experience, particular 1 y during the 
Emergency, has begun to affect Bauer ' s political position as a 
" fence-sitter" <166). 
This interpretation may be supported by the fact that whereas 
early Bauer cartoons were fairly indiscriminate in their targets, 
to~ards the end of the Emergency they tended, like Zapiro ' s to be 
directed at the government, its agents and allies. 
There is however another interpretation which is that Bauer is 
simply acceding to pressure from the Weekly Mail constituency. In 
order to maintain his regular cartoon spot he cannot, for 
example, criticize Mandela to the extent that he can a government 
representative. (167> 
Bauer and Zapiro approach the combination of written texts and 
v isua 1 image with different understandings which are cons is tent 
with the fund amen ta 1 differences between the approaches of both 
cartoonists to their work. 
Bauer's emphasis is primarily visual <168>, in fact it is 
tempting to cone lude that the subject in Bauer's cartoons is 
often the drawing itself. For instance the title Play-Pen <t.i.sl. 
10 > can, in addition to the meanings indica ted ear 1 ier, also be 
understood as referring to the pen of the cartoonist himself, the 
play being the act of drawing itself. The frequent use of 
apparent "ace iden ts" such as ink spots and f inger-pr in ts in his 
cartoons, particularly in order to suggest blood, can also be 
seen as implying a self-conciousness about the character of the 
media (ink> which he employs. 
Bauer ' s approach to cartooning is closer to conven tiona 1 notions 
of "art" than "propaganda" (169), and he will as far as it is 
possible, avoid the inclusion of labels which may help identify 
166>.See interview with Zapiro p.53,67 
167>.Bauer himself has offered this interpretation. Personal 
communication 8/1/1990 
168).See interview with Bauer p.76,81 





















the subject ( 170) . This at times causes the content of his 
cartoon to be unclear, even to a contemporary audience (171). 
Contrary to this, Zapiro "does not shy away from the propagandist 
quality in Chis] work " <172). Zapiro places his major emphasis on 
developing his concepts, taking particular concern to be 
intelligible to as broad a spectrum of his viewers as possible 
(173>. The inclusion of written text contributes to "fixing " the 
message, and as such is not considered to weaken the cartoon. 
While Bauer ' s po 1 i tic a 1 " independence" may suggest a greater 
scope for developing a critical art practice, it also provides 
· its own limitations. For wh,i l e political "non-alignment" provides 
"anarchists " with the space t hey need in order to "over throw the 
serious " <174>, they are also perceived as mavericks. As Paulson 
noted of Gi llray "[he was] too likely to shoot in several 
directions at once to be a r e liable political marksman." <175) 
This of course, has imp 1 ica tions for state censorship. 
Cartoonists who do not represent particular organized po 1 i tic a 1 
organisations or interest groups can be allowed considerable 
1 icense, even if they may be considered offensive in the short 
term. <176) 
Bauer ' s cartoons, on occasion, serve to confirm the messages 
transmitted in the "dominant" rather than "alternative" media. 
His an ti-sane tions cartoon ( f iq .18) , for example, con forms to 
images of Archbishop Tutu promoted by both the State and 
commercial press of the "fat Bishop" who could afford to ca l l for 
economic sanctions against South Africa. 
Another example of Bauer ' s cartoons which reinforces rather than 
counters the "dominant" version of events was published in May 
1986 (fiq.29) (177). It refers to the animosity between the 
recent 1 y launched, mi 1 i tan t trade union COSATU, ·and the r iva 1 
union launched by Inkatha soon after. Not only does the image 
itself conform to [white] stereotypes of blacks as barbaric, but 
it ' s po 1 i tic a 1 content is a 1 so mudd led. The caption "An injury 
170).See interview with Bauer p.81 
171).See interview with Bauer p.80-81 
172>.See interview with Zapiro p.63 
173).See interview with Zapiro p.48 
174).See interview with Bauer p.82 
175>.Paulson p.185 
176).The point that visual art which is not representative of 
specific political groupings is not considered to endanger 
"state security" is made in Pissarra,M. "Prejudice and 
potential in political cartooning". See p.140 together with 
footnotes 43 and 47 of the same paper. 
177).Weekly Mail 9/5/1986:10 
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to one is an injury to all" is a COSATU slogan, and would have 
been more appropriate to a representation of conflict between two 
of COSATU's affiliated unions, than between two rival groupings. 
The use of a sickle <COSATU> and hammer <UWUSA> is equally 
misleading. While COSATU is usually associated with Socialism, 
UWUSA advocates capitalism. 
The cartoon contributes little in terms of political content. 
Instead of highlighting difference and conflict between the two 
unions, it suggests that "black" unions share a common agenda, 
which is being undermined by their inability to solve matters in 
a civilized manner. 
"Activist" cartoonists, on the other hand, are not simply 
expressing individual perspectives, but also that of their 
particular po 1 i tic a 1 organisations. While on one leve 1 this in 
itself can create constraints for cartoonists <178), its 
"representative" character can also strengthen the political 
impact of the cartoons. 
Despite the fund amen ta 1 differences in approach indica ted above, 
there are also sever a 1 common features shared by both 
cartoonists. Neither of them see humour as a necessary 
cons ti tuen t of cartooning < 179), and when they use humour it is 
seldom purely for entertainment. Rather, humour is a means of 
expressing the absurdity of particular circumstances and is 
generally at the expense of the subject (eg a specific 
politician>, rather than being the subject itself <180). 
In addition, both recognize that 
within the limitations of general 
to doing this is to use what Bauer 
calls "archetypes" ( 181). 
the cartoonist has to operate 
public awareness. Their answer 
calls "symbols" or what Zapiro 
While in academic terms the notions "symbols" and archetypes" may 
beg definition, what both cartoonists are essen tia 11 y referring 
to is the eclectic use of reference points that are sufficiently 
established in the popular imagination so as to be recognized and 
understood. 
There are several 
reference points" 
implications for 
cartoons. A well 
imp 1 ica tions arising from the use of "popular 
as defined above. On one level it has 
the "specific" or "universal" character of 
known reference may mean that a cartoon's 
178).See interview with Zapiro p.66 
179l.See interviews with Zapiro and Bauer pp.55,76 
180>.Reference here is to the notion that the task of cartoonists 
<like comedians> is to crack jokes in order to entertain and 
amuse their audiences. 





















content, or at least a part of its content, may be legible to an 
audience unfamiliar with the specific character and circumstances 
which initially prompted the cartoon ·. On another level it has 
been suggested that "1'1ultivalence is a convenient escape from 
censorship" (182). In other words, the ambiguity between specific 
and genera 1 content allows cartoonists greater 1 icense to 
represent their "victims" in absurd contexts (eg. fiq.4 and fig. 
20) and survive prosecution for defamation of character. (183) 
The ambiguity or tens ion be tween the specific and genera 1 content 
of political cartoons can also be seen in the representations of 
individuals, particularly prominent political and social figures. 
These individuals are invested with wider meaning. Despite the 
fact that they exploit spe'cific physiognomic characteristics of 
particular po 1 i tic ians, these representations are generally more 
concerned with politicians as symbols of specific political 
ideologies than with politicians as individuals. Specific 
individuals may provide the initial points of departure, or putty 
so to speak, with which the cartoonist remoulds the individual ' s 
particular physiognomic characteristics so as visually to invest 
particular qualities associated not only with that individual, 
but a 1 so with the par ticu 1 ar interest groups, organisations, 
political parties or ideologies which they represent. 
Developing an iconography which is accessible without being 
c 1 ic hed, and abs tr acting broader issues from concrete examples 
without losing focus or punch, are two of the problems which must 
be addressed by a cartoonist keen to communicate with a diverse 
audience without sacrificing "integrity" <both artistic and 
political). 
CRITICIS/'1 IN A CULTURE OF RECONSTRUCTION 
It is a character is tic of the era before the second of February 
1990 that open political debate was suppressed. Banned 
publications were usually political in character. At present many 
of these publications are being officially unbanned (184). 
A look at any list of publications banned recently shows that the 
censors are more occupied with combating "obscene" materia 1. This 
is in sharp contrast to the previous situation. (185) 
182>.See Hofmann,W. p.364 
183).See also Pissarra,M. "Prejudice and potential in political 
cartooning" p.141 
184>.See "No banning this week" Cape Times 4/8/1990:5 
185) . "The annua 1 report ( 1984/85) of the De par tmen t of Own 
Affairs shows that less than 7% of publications submitted 
for banning come from the public .•. A total of 622 
publications were considered prejudicial to state security 
against only nine complaints against pornographic material. 
The 622 does not include publications by illegal 


















Despite this apparent "glasnost", political intolerance of views 
expressed by differing political tendencies has caused untold 
death and des true tion in the last year. The need to encourage 
political tolerance and open and critical debate is essential in 
order to begin to reconstruct a nation that is characterized by 
political and cultural diversity. 
While the banning of political organisations encouraged the 
development of a "cu 1 ture of secrecy" and con tr ibu ted to the 
party-political character of Zapiro's cartoons, it will be 
interesting to see whether, having returned recent 1 y from 
studying in the United S ta,tes, Zap iro 's critic ism wi 11 continue 
to be reserved exclusively for "the enemy", or will begin to 
adopt a more independent perspective, i tse 1 f in 1 ine with ca 11 s 
by the ANC leadership that journalists should not be 
propagandists for the ANC, and that a free and critical press is 
necessary in order to develop democracy (186). 
ANC deputy president Nelson Mandela has stated : "We need a 
strong, independent and courageous press to communicate across 
the divides that wreck our country ... The freer the press, the 
greater the possibilities for individual rights and personal 
liberty, for building a nation imbued with a spirit of tolerance 
and humanity." (187). "Criticism", Mandela said shortly after his 
release, "even though sometimes it is painful, is valuable 
because it enables us to avoid some of the pitfalls into which we 
have fallen in the past. It is in the interests of the struggle 
as a whole." ( 188) 
In the context of this paper the sentiments expressed above may 
read as a vindication of political non-alignment, more 
specifically as pertaining to Bauer. However the "anarchist" may 
also have lessons to learn from the "activist". 
organisations, which are automatic a 11 y banned." ("The book 
that beat the ban" New Nation 23/10/1986:19 
186).There have been several such statements reported in the 
press, most of which are qualified by sentiments that racism 
cannot be allowed to be encouraged. See for example National 
Executive Committee <NEC> member Aziz Pahad quoted in "ANC 
wants a free 'responsible' press" Cape Times 11/5/1990:2, 
Constitutional expert Albie Sachs quoted in "ANC wants a 
free and lively press" Argus 6/6/1990:11, and Sechaba 
editor Francis Meli quoted in "ANC editor's 'yes, but' to a 
free press" South 19/7/1990:19 
187>.See "Media's vital role for democracy" Cape Times 
15/10/1990:6 






Particularly as we move from a culture of resistance <189) to a 
cu 1 ture of recons true tion ~nd development, critic ism is 
increasingly encouraged to adopt a constructive character. <190) 
This is not to suggest that cartoonists should re 1 inquish their 
historical role in satirising "others", particularly those in 
power, but that they should also sometimes take time to reflect 
on the nature of their criticism. Attacking others is easier than 
asking questions about oneself, and while self-criticism is 
perhaps more introspective than public, it is necessary to 
examine to what extent, if any, cartoons can not only expose 
society's weaknesses, but also contribute to the solving of 
social problems. (191) 
Both positions, the "activist" and the "anarchist", are 
undesirable if taken to their extremes. The unquestioning party 
loy a 1 is t may prove to be more of a burden than an asset for a 
political organisation particularly as changing political 
circumstances demand that positions and strategies be constantly 
re-examined. Anarchy for anarchy's sake may produce social 
comment which is more irritating than enlightening. 
The combination of word and image in order to comment on 
con temporary events, issues and ind iv idua ls or interest groups 
means that the cartoonist can be seen as practicing a form of 
"graphic journa 1 ism". Cartooning can be seen as "the u 1 tima te 
editing exercise" (192) its ability to summarise complex issues 
in "shorthand" being an obvious strength. 
Political cartoonists are indeed fortunate that the heterogeneous 
character of cartooning provides them with differing models for 
inspiration, without providing rules. 
189).The question of the appropriateness of the notion of a 
"culture of resistance" within an evolving political 
situation is discussed in Pissarra,M. "The visual arts in 
the cu 1 ture of resistance" 
190>.For example Weekly Mail co-editor Irwin Manoim, when 
questioned recently as to whether his paper encouraged 
certain forms of critic ism over others, rep 1 ied "We 
particularly encourage critical debate on the shape of a 
past-apartheid South /lfr ica. " ( 190) 
191>.A similar view was expressed by the New Nation in 1988 
"Journalists should not only report on what happens in 
society, but should also help find solutions to the problems 
of our country." (17/3/1988:7) 
192>.Weekly Mail Cartoonist Stacey Stent. Personal communication 
November 1990 


















APPEND I X 1 
INTERVIEW WITH ZAPIRO <25/7/1988) 
M.P. When and where were you born ? 
J.S. In Cape Town on the 27th of October 1958. 
M.P. Where were you schooled ? 
J.S. At Rondebosch Boys' Junior and High. 
M.P. Have you travelled ? 
J.S. Yes, I have. I went on a trip as a child to Europe 
see my mother's family, which was a fantastic 
experience. Some people negate those kinds of 




little bit to Italy. Six weeks, then I travelled in 
1978 again, on a table tennis tour a bit of a pawn of 
the Taiwan/South African relationship that was being 
set up. We were the first sports tour there. I was in 
Taiwan for three weeks and in a couple of other really 
interesting places. Then, in 1981, I travelled on my 
Architectural fourth year all over Europe. Among other 
things, I met some interesting cartoonists. At the end 
of 1987 I travelled to Israel, about which I learned a 
lot, and to Turkey. 
M.P. Where have you lived ? 
J.S. Always in Cape Town except for a few months spent "up 
north" when I was in the army - which is another whole 
story. 
M.P. When and where did you begin to do satirical drawings ? 
J.S. It's difficult to say exactly at what point they would 
start to be called satirical. I started drawing when I 
was really young. I had been having some 
My mother gave me pen and paper and said, 




really helped. That was my first experience with 











I suppose satirical drawings really started a few years 
later at school when I was quite young (about ten or 
eleven, perhaps>. I used to draw teachers whom I felt 
worthy of a bit of lampooning. I also did a weekly 
cartoon spot in a school magazine which sometimes 
caused a few hackles to be raised. 
45 
M.P. How were they received by most people ? 
J.S. I felt that tremendous sense of response that people \~ 
give to incisive cartoon drawing which gave me quite a l f 
kick. I suppose that ~t was the beginning of some sor ~ 
~of anti-establishment, maverick feeling. That is what 
a cartoonist often is - a kind of maverick, and 
obviously it gave me a tremendous kick from that point 
of view as well. 
M.P. What is the extent of your formal training ? 
J.S. Very little, in terms of cartooning. I didn't take art 
at school: I was taking academic subjects at the time 
and was somewhat discouraged from taking art. At / 
university I did a Bachelor of Architecture which was) 
later changed to Bachelor of Architectural Studies, 
which is also, not, related to cartooning. I then went 
to Michaelis. I was there for less than half a year, 
doing graphic design. I had to pull out of that to go 
to the army: they wouldn't give me deferment any more 
. I had weekly classes with And~e Van Zyl doing life 
drawing and a bit of painting. 










After I finished with the army I decided 
further because I felt quite frustrated 
inactive in fields where I wanted to be 
involved. I decided to do things by myself. In order 
to make money, to work in organisations which 
interested me, I got the odd commercial job. So I 
star ted off with the balance more in the ·commercia 1 
sector and doing only the odd political job. 
..,..-
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M.P. Have you taught~ or do you teach~ art of any kind ? 
J.S. Not formally, but I've been invoived fairly often in 
workshops with school pupils and I ' ve done the odd 
( workshop at university. I did a workshop with SIG 
<Social Issues Group). I did one with PAAG <Pupils' 
: Awareness Action Group}. I've done a little course 
l with CAP <Community Arts Project> where I was teaching 
three people: two from the Eastern Cape, 
organisationally based in Eastern Cape, and one from , 
the Domestic Workers' Union. 
Another interesting thing I did was teaching a township 
cartoonist for a while. Something really heavy came 
out of that experience. I was teaching a guy that I 
had been put onto by an organisation I had been 
involved with and then he just disappeared and I never 
heard anything more. Because I was busy I didn ' t keep 
contact. A couple of months later I heard that he was 
one of the seven people who was killed in that shoot-
out in Guguletu. The police alleged that they were all 
trained guerillas. In fact I knew him to be- well, I 
can't say that with 100% certainty, but as far as I was 
concerned he was just a young, developing cartoonist. 
I had been at the funeral and had stood in the guard of 
honour over the coffins. I suddenly realized that he 
was one of the people who was in the coffin. It was 
really quite an experience. 
M.P. Where do you publish your work ? 
' 
J.s~ I ' ve had a large number of drawings published in· South. > 
) 
~ 
I was on retainer for South last year and into this 
year. I've had a few drawings published in the Weekly 
Mail, in Grassroots, in Die Suid Afrikaan, in the Save 
\ the Press Campaign and of course in the commercial 
publications that I mentioned earlier: Woolworth's in-
house stuff, and a few agencies- that sort of thing. 
Then, more recently, quite a number of my drawings have 








been published by magazines and newspapers in features 
that they've run on work that I've done. 
M.P. Have you had any options for publications which you've 
refused or declined ? 
J.S. Yes, I have. One example that immediately springs to 
mind is something I was doing for an agency where they 
asked me to draw the then Minister of Transport 
Schoeman in a car holding up an object which was not 
specified. I refused , to do it because, first of a 11 
did not want my stuff to become some sort of plug for 
the Nats, which is quite possible because it was an 
Afrikaans agency, and secondly not knowing what the 
stuff was, I felt dicey about the whole thing. 
I 
M.P. Have you exhibited your work in group or in one-person 
shows ? 
J.S. The first time I put anything on exhibition was at the 
EEC exhibition at the end of 1985, at the Baxter. I 
had two drawings that I did and considered worth 
putting up were published in the Weekly Mail after the 
exhibition. The next time I put any work up was the 
[UDFJ calendar, at the end of 1986 in the Towards the 
People culture festival. The art exhibition component 
was called About Time. The whole festival was banned 
so the exhibition was taken down very quickly before 
47 
many people had a chance to see it. Another year and a 
half passed before I exhibited again. This was my 
first one-person show at the Baxter, Laughter in the 
Belly of the Beast, which was work that I had been 
doing - odd bits and pieces since those two Weekly Mail 
drawings - but most of the work I had done in the last 
18 months for South and other publications. 
M.P. Why did you choose the Baxter as a venue? 
J.S. Very, very difficult decision. I'm still not lOOX sure 
about the Baxter. This is partly because the sort of 
spin-off that I'm getting is that I'm b~ing pushed as a 














that worries me immensely> and partly because the 
Baxter is fairly "white". I did try and get St. 
George ' s Cathedral, but I found that I would have to 
censor the drawings, which I was not prepared to do. I 
said I was not prepared to take out even one drawing or 
even tamper with them for exhibition, but came against 
Church Councils and church wardens, although I have to 
put on record that Dean King was very supportive of the 
whole thing. I feel Cape Town doesn't have a perfect 
venue and that's a very big problem. I intended to get 
' at least one set of drawings which would circul~te in 
the townships. My detention actually prevented me from 
doing that. I ' m hoping still to do it because I feel 
that is very important to get a travelling exhibition 
that would travel from venue to venue. It wouldn't 
necessarily have to be the originals because I feel the 
most important part for the people would be the 
po 1 i tic a 1 content, the "message". 
I've exhibited quite a couple of times in a very ad hoc 
way at events put on by organisations, such as the 
COSATU event. I've sent drawings of mine to 
Johannesburg as well for another COSATU event and I've 
had some exhibited at other ECC events. A recent 
exhibition of my work was put up at UWC under the 
auspices of the Save the Press campaign. 
M.P. How many of your prints were sold at the Baxter? 
J.S. I'm not quite sure: I haven't worked it out yet. I 
was intending to work all that stuff out when I was 
detained two days after the exhibition was closed so I 
don't know how many prints or posters were sold. 
M.P. What materials do you use ? 
J.S. For publications in newspapers I used flexible nibs and 
black Indian ink, also with the odd spatter which I use 
with a toothbrush and frisket, not _possessing enough 
money for an airbrush. I suppose I could get one some 





• , I 
~ 
colour as well when I get the opportunity. Then I use 
Dr. Martin's inks, which are fantastic. 
M.P. When and where do you usually draw ? 
J. S. I draw a lot in a 11 sorts of places and c ircums tanr:es. 
I do contact drawing for my work all over the place. 
When I'm sitting in meetings, when I'm just mooching 
around at home, before I go to .sleep or whenever an 
idea comes to me. I have very irregular working hours, 
so again there's no SRecified time for that. I try as 
best I can, especially recently, to work during normal 




do in the 
there. 
Other kinds of drawings, just doodles and 
of people and things - sort of letting my mind 
that happens all the time. The finished work I 
studio because I've got ~11 my equipment 
M.P. How long does it usual]~ take you to accomplish a 
drawing 2 
J.S. That's quite a difficult one. They vary tremendously. 
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The conceptual part of it is the part that varies far 
more greatly than the finished product part of it. The 
concept may come to me within the first thirty seconds 
or it may come after three or four hours of grappling; 
which obviously makes an enormous difference to the 
entire time taken for the drawing. Then the actual 
finished product part of it would also depend on the 
complexity of the drawing. Perhaps a day for a complex 
one, say a cartoon that would go in a newspaper, 
perhaps half a day. Say anything from about three hours 
to five hours or so. 
M.P. And when you draw specific characters - Faried Essack, 
Chris Heunis, say - or just the heads of the characters 
? 
J.S. Characters without any sort bf specific political 
content take, I should say, half-an-hour to an hour, 
depending on how much I put into them. 
'·.. . 















M.P. Do you consider there to be any loss of quality in 
transferring the work from the original to the printed 
fu~? 
J.S. It depends on the degree of reduction and it depends on 
the process used. Very often the degree of reduction 
and the process used are both not satisfactory, in 
which case there is a big loss in quality. If it ' s not 
reduced too much and if they are using a good bromide 
[camera) and all is well when it is put on the page it 
' often looks crisper and nicer even in the reduction and 
on the page. 
M.P. What status do you accord the original? How and where 
is it kept ? 
J.S. I haven ' t made my mind up about this. I usually have 
the originals lying about in a cardboard folder, which 
sort of gets things put on top of it and I sometimes 
forget about them. At some point, then, I've got to 
take cognisance of the fact that they are originals and 
that I'm going to do something with them, like exhibit 
- which is what happened to me recently. The status 
I question that you asked is again a very dicey one. 
feel tremendous reluctance to put them up as art 
objects to the point where they are going to be bought 
for a lot of money and would land up in some rich 
person ' s lounge. I haven ' t made my mind up about that 
yet. 
M.P. Are most of your drawings the result of direct 
observations and exper i ence, or are themes sometimes 
suggested to you? If so, by whom ? 
J.S. Most of my drawings are from my own observations and 
experiences, yes. But I do like to work very much with 
whoever the client is, be that an organisation - in 
which case I would meet with the people involved or a 




in toto from one of those kinds of groups and used it 
and done my own .•.• <tape ends) 
M.P. Do you usually work from a preconceived idea ? 
J.S. I work very much on a conceptual basis. I divide 
concept and technique of drawing into two very separate 
categories. I have one book where I only draw 
concepts. They can be verbal or graphic or both. I 
start by working from an issue~ I examine it and find a 
whole lot of different conceptual ways to illustrate 
that issue. Once I've 'got that then I start expanding 
on that graphically and build up the cartoon from 
there. 
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M.P. How clear is the idea before you begin? Do you clarify 
the idea as you work ? 
J.S. Very seldom. Very, very seldom. I think the method 
that I've just outlined illustrates that I very seldom 
let a lot of the idea evolve whilst I'm doing it. There 
are obviously nuances that change, satiric things, 
graphic things, expressive things, and perhaps 
emotional things that start coming out in the way that 
I draw, but the basic concept is almost always 
preconceived. 
M.P. Do you depict particular persons and circumstances or 
do you attempt to portray a braader human condition? 
J.S. I ' ve often thought about that one. I try to do both in 
the same drawing as often as possible. There are some 
drawings which are one and some that are the other. 
But generally what I try to do sis have a few levels 
working at the same time so that if I have a particular 
issue or set of circumstances to illustrate, I'll try 
and put that in the broader context in South Africa and 
perhaps even in the still broader global or historical 
context. 
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J.S. Almost always when it comes to political cartooning 
because the photograph is very ~ccessible to me. Not 
only that, the photograph and the television image -
which is something else I work from - are the images 
that the viewer invariably has as their source of 
reference too, so it works from me to them in quite an 
easy way. 
M.P. What advantages or disadvantages does your chosen 
medium have in relation to other media, such as 
photography ? 
J~S. I think that the greatest advantage that my medium has 
is, perhaps more than almost any other "art" medium 
that I can think of. I can put everything that I have 
in my head down on paper as near as I can represent it. 
I think it allows one to do more than photography does. 
Although we can want to manipulate images, one can 
certainly use a tremendous amount of conceptual 
manipulation in photography. 
M.P. Which cartoonists have affected or influenced your 
style and your attitude ? 
J.S. The first ones were not political cartoonists. I sort 
of fell in love with Herge·s Tintin when I was about 
six and I've always loved them even though I don't 
always agree with much of the ideology of Tintin any 
more: there's a tremendous amount in it that really 
offends me, but I still love it. It ' s one of those 
love-hate relationships now. The next thing was again 
not political but a more philosophical thing: 
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Peanuts. When I was about nine or ten, before it 
became a massive, massive craze, I latched onto that 
and I fell in love with it. Then after that was 
Asterix - still sort of non-political - and then came a 
whole bunch: Dave Marais, here in South Africa; Ronald 
Searle, not really political, but very incisive. After 
that, a whole series: Gary Trudeau of Doonesbury, 
Gerald Scarfe and Ralph Steadman, who have more 
recently influenced my work tremendously. At home, 
Derek Bauer. Now Derek Bauer, Gerald Scarfe and Ralph 
Steadman I see very much as anarchist cartoonists, some 
more than othe~s, but the body of their work is more 
the kind of incisive looking around, poking fun and 
actually taking pot shots in a fairly widespread sort 
of way without really jumping off the fence and stating 
a clear political position. So I get a lot out of 
those three artists graphically but I get very little 
out of their political insights. Then the other 
cartoonists I'm influ~nced by to a certain extent are 
George Gr~sz, whose work I love. and Saul Steinberg 
even though it is difficult to see their influence 
necessarily in my work. There are one or two others 
whom I look at a lot and I feel that, like Garry 
Trudeau of Doonesbury, their work is going to start 
manifesting itself in my work when I get into more 
comic strip stuff, Clare Bretecher, Jules Feiffer, 
Steve Bell, who does li in the Guardian, those sort of 
people. 
M.P. Have any 'high art' sources affected your style and 
your attitude? 
J.S. I suppose not as much as cartoonists have affected me. 
I'm always interested in high art and I'm emotionally 
affected by those things but I certainly don't think 
that you could call them influences to the same extent 
that cartoonists have affected me. 
M.P. Do you produce painting or sculpture in addition to 
cartoons? 
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J.S. Not at the moment I don't. I have done a little bit of 
painting in those weekly classes I mentioned earlier 
but nothing really that expressed what I would like to 
paint. I will definitely do it in future. As for 
sculpture, I worked a bit in plasticine, not in the 
'high' art sense at all - I worked for a clay animation 
...... , 
company for a short while and I really enjoyed making 
three-dimensional things in Plasticine. 
M.P. Would this work differ in any way substant;:ally from 
your satirical drawings ? 
J.S. Very much indeed. In some particular instance I was 
mainly doing some illustrations for the way a 
children ' s book could appear if made in an animated 
form, so it would differ tremendously in content and 
mood from the political stuff. 
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M.P. You have mentioned th~ calendar. Have you produced work 
in other popular media, such as T-shirts, posters, 
cards and so on ? 
J.S~ Yes, very often, through my work in organisations. That 
is how my work started. I didn't even specify earlier 
on but those are, in fact, how I got into doing a 
greater amount of political cartooning. The first 
thing I started doing was cards followed by posters, 
then banners, T-shirts, stickers, logos, the works. 
Only the odd political cartoon, so-called, which would 
illustrate things in magazines or pamphlets put out by 
these organisations. 
M.P. What is your attitude to film as an artistic media ? 
J.S. I love film: I see a tremendous connection between film 
and cartooning. The greatest connection I can think of 
there is Fellini, who is a cartoonist and I think he 
may have been a a cartoonist before he was a film-
maker. But the whole method of evolving a movie as a 
kind of cartoon that happens in someone's mind is 
something that Fellini particularly has perfected. The 
other very strong connection is story boarding which 
evolves really from the Disney studios where they 
perfected that particular way of setting out an 
animated cartoon movie as a story board. It got taken 




M.P. Is your emphasis visual or verbal or is it a 
combination ? 
J.S. I think in many of my drawings I ·would have to say 
"both", but sometimes I enjoy making a very punchy 
graphic with little or no verbal content. 
M.P. Are your drawings always accompanied by text ? 
J.S. Not always, but mostly, I would say, even if the text 
is a one line, one or two or three word caption. Very 
often I combine graphic and verbal comment. 
M.P. Do you read or write poetry ? 
J.S. Not so much poetry. I have done. I used to be 
interested in rhyming couplets and funny stuff ~ 
Ogden Nash or that sort of person. I did a fair amount 
of that at one stage. On very infrequent occasions 
I've written some more emotional kind of poetry, just 
ott the cuff. 
M.P. Is humour a necessary constituent of your work ? 
J.S. Not at all. Humour is just one possible catalyst for 
releasing a certain sort of reaction in the viewer. 
Other kinds of catalysts could be anger, sadness or a 
purely intellectual connection of two ideas. I see 
humour as an expression of divergent thinking: it's 
making connections that might not otherwise be made. I 
do not think, however, that humour is the only form of 
divergent thinking - in other words, you can make 
connections with other mechanisms. I would use the 
particular emotion, it you want to call it that, which 
most suits the particular issue, that's what I would 
use. 
M.P. Do you consider yourself to be a serious person ? 
J.S. Yes, I do. I'm actually a very serious person although 
I get quite manic sometimes, but I think I am a serious 
person too serious. 
1 
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M.P. Do you read comics? 
J.S. Yes I do. Recently I got into Judge Dread, which I 
love. I like underground comics: The Fabulous Freak 
Brothers, Fritz the Cat. I read Daanesbury of course, 
I read Steve Bell, I read all the ones that I've 
mentioned. 
M.P. Which newspapers do you read ? 
J.S. The Weekly Mail; the New Nation- not enough, I'm 
afraid, although I think it is a very good source of 
information; South, with reservations; the Cape Times 
and the Argus with tremendous reservations. In fact, 
the Cape Times slightly mare than the Argus although I 
don't know if there is any special reason for reading 
the Argus any more. Occasionally, very occasionally, 
the overseas papers: bits and pie~es from overseas 
papers. 
M.P. So you never look at the Afrikaans press? 
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J.S. I'm afraid that it is sa occasional that I could hardly 
put it down. It's obviously a gap in my knowledge of 
what certain people will be thinking. I've been doing 
things for the Suid Afrikaan and I should really know 
mare about what those people are thinking, especially 
if one is courting the kind of liberal-to-left wing 
Afrikaners who are amenable to some sort of change. 
M.P. Do you read novels ? 
J.S. Not very often. I love certain navels that I do get to 
read. I'm not very interested in spy thrillers or 
whatever: I'm mare interested in novels about 
meaningful contemporary lives, if I can sound as grand 
as that. For example, I just read a navel called 
Brother of the More Famous Jack by Barbara Trapida. I 
thought that was a great nove 1. If I. get to read four 
or five a year, that's about it. 








J.S. A bit more than I read novels. I will read, say, a 
book like Tom Wolfe's The New Journalism or Dispatches 
by Michael Herr : that kind of book, probably six or 
seven a year. 
M.P. And academic journals ? 
J.S. Oh, this is an embarrassing question. Very, very 
little. Perhaps WIP - that is the only one that would 
fall into that category. 
M.P. Do you read or look at art books ? 
J.S. Yes, I do that all the time, in a yery ~iecemeal sort 
of way but continuously, so I ' ll read a chapter here 
and a chapter there. <I ' ll look at reference stuff.) 
I'll take stuff out of the library every few weeks. 
I've got a large library of my own which I look at all 
the time. 
M.P. Do you read political theory ? 
J.S. Again, not enough. I feel a tremendous lack of 
education in that department. In the five years or so 
that I ' ve been involved with organisations I've tried 
to pick up things through the workshops I've attended 
and through the readings I'm forced to do for the 
different seminars I've attended. 
M.P. What is the effect of censorship on your work ? 
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J.S. It's quite a multi-faceted effect. It starts with the 
knowledge that I can't work with certain subject matter 
or that I can't show things in a certain way. I'm 
already inhibited when I put pen to paper, knowing that 
the authorities will be waiting to prosecute or 
confiscate or ban or whatever. Further, the 
intermediaries that I have to get past - the editors 
and the legal advisers, many of whom I disagree with 
when I feel that they are being too conservative in 
their understanding of the censorship that is being 
applied, or when I feel that they are _being too 















cautious about the regulations and not using all the 
loopholes that exist. Perhaps that is also part of the 
slightly headstrong "give it a full go" mentality that 
I work with. So it's a very inhibiting thing. 
M.P. How much of your work has been censored or banned ? 
J.S. Only one major drawing that I did, the UDF calendar for 
1987, has been banned as an object on its own. There 
was a fair outcry about that and it also affected my 
own personal safety at the time. Other drawings of mine 
I 
have been in publications that have been banned, so I 
don't know to what extent, if any, some of them have 
contributed to the banning of the publication. 
M.P. But, for example, when you changed a S.A.P. badge on a 
sleeve, or removed Handela's name from a cartoon? 
J.S. Sorry, you are actually reminding me of something that 
I should have said. I am aware at all times of the 
authorities and of the intermediaries in terms of what 
I do and what I put down. I try to make political 
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ideas fairly explicit and so, if I want something to 
say "S.A.P." I may well do it graphically with the 
force's badge or I may actually write "S.A.P." not in 
the old-fashioned style of writing it right across 
somebody's face or across a field or the sea or 
something like that - that is the old-fashioned concept 
-but I rather try and incorporate it in the graphic. 
What I didn't say before is that on many occasions what 
I try to push through is changed either through the 
editors pushing for a change or through the legal 
people interpreting a particular clause or regulation 
and te 11 ing me that it is not pass ib le. In which case 
I've got to change it physically on a copy of the 
drawing or, on occasion, the original has got to be 
changed. On occasion, tao, I've not seen the changes at 
all and it has gone through behind my back, on a copy 
usually, but on the original sometimes. 












M.P. How mu.ch harassment do you get from people who are 
antagonistic towards your car tdons? 
J.S. I've had antagonism from the police, especially after 
the publication of the calendar. It was not only the 
fact that they were doing their job - to come and look 
for me and look for this calendar - but they had taken 
tremendous umbrage to . the way they were shown on the 
calendar as pigs. That has now come up again during 
interrogation in my period of detention - the fact that 
they are very offended by this representation which, I 
assured them was not something that I had started up 
but merely a tradition that I had continued. But they 
are antagonistic. Not all of them, some of them 
actually think it is quite funny, but most of them are 
very offended. Other than that I get the odd comment 
from people about the fact that they think I am over 
the top, or that they think I am unfunny. I've had 
that a couple of times in the press. James Ambrose 
Brown, being a notable, described me as a cartoonist 
with his pen dipped in vitriol. At the exhibition 
there were comments about my work being one-sided, 
which would be a fairly typical white South African 
view of my work, seeing as they get a sort of hundred 
percent proof "other side" every night on the SABC and 
in much of what they see in the papers. 
M.P. How responsible do you think your activity as a 
political cartoonist was for your detention? 
J.S. It is difficult to say how much that was responsible 
and how much was due to the crossed wires that happened 
when the police informers give haywire information. I 
couldn't work out the exact sort of balance of that but 
it was a bit of both. 
M.P. To what or whom do you consider yourself responsible or 
accountable ? 
J.S. I consider myself [to be] accountable to and 
responsible to the struggle for liberation in South 




Africa. That does sound a bit grandiose so if you 
bring that down to a slightly more pedantic thing, I 
consider myself to be responsible to organisations with 
whom I have worked and do work - the organisations that 
are non-racial, democratic and, I suppose progressive 
<in the broad sense of the word). 
M.P. Can you make a living in South Africa producing 
political and social satire? 
J.S. I think you can make a living doing those things. I 
I 
think it would be best for your financial security to 
do the odd commercial job just to add to your finances. 
I think it would be a bit thin .. if you were to do only 
political and social satire. 
M.P. Do you consider that you could make a living as a 
satirist in another country ? 
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J.S. Yes, I think one could definitely make a living as a 
satirist. I haven't really thought about moving to 
other places or made any investigations but I would say 
without hesitation that one would make a living as a 
satirist in many Western countries. I would like to 
investigate some of the other countries that I would be 
keen to live in, but I can ' t really say until I have 




M.P. In what way, if any, would you anticipate a change in 
your subJect matter and your approach if you had to 
leave this country for a substantial period of time ? 
J.S. I am leaving this country for one year at least, two 
years possibly, and the kinds of changes I anticipate 
are that I will get a global perspective in a far 
greater way than I get .here. We often have a narrow 
focus because of the ~ntense issues that we're 
concerned with and because of the cutting off from the 
rest of the world that we are experiencing. Without 
being preconceived about it, I don't anticipate 
changing my basic views about this country. 
M.P. The following terms have or could be used to describe 
your work. How do you feel about the following terms: 
Cartoonist? 
J .S. Fine, although I quite like the epithet "political 
cartoonist". 
M.P. Artist? 
J.S. I don't mind being described as an artist but again I 
prefer something a little more directed towards 
something political. 
M.P. Satirist ? 
J.S. Yes, I like that term. 
M ~P. Political cartoonist ? 
J.S. Probably my favourite. 
M.P. Social commentator ? 
J.S. Also, but there again I have that hesitation: I mean, 
even an all-out anarchist who is not directed can be 
described as a social commentator. I don't want to be 
an armchair critic or a fence-sitter. 
M.P. Cultural worker ? 
J.S. Very nice. In fact that one goes hand in hand with 
"political cartoonist". If I were described as a 
political cartoonist and cultural worker that would 
probably cover it. 
M.P. Political activist? 
J.S. Okay, you can add that one as well I'd be happy with 
that. 
M.P. Nedia terrorist ? 
J.S. Obviously an epithet that is pure propaganda on the 
part of the right. 
M.P. Js there anything that I've neglected asking you that 
you consider important? 
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J.S. Yes, I think there are one or two things. The first one 
that springs to mind - I don't know what sort of 
question it would answer - is that I feel that it would 
be 'an omission on my part if I didn't mention the way I 
see cartoons. Cartooning, for me, is a way of 
expression through archetypes. The way of finding 














archetypes that reflect situations and that reflect 
issues. You can have archetypes for situations and you 
can have archetypes for people and those archetypes are 
things that are sometimes just below the surface and 
people perhaps simply don' t make those connections. 
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But as a cartoonist, one ' s constantly looking for them. 
If you scratch just below the surface of your own mind, 
sort of brainstorming on a piece of paper, you suddenly 
pick up connections between things that are floating 
around in your brain and the issues that you are 
dealing with every day and sometimes those are quite 
startling connections. When you then make those 
connections with your graphic you have a tremendously 
powerful emotional reaction that can occur for you and 
for your viewer. It is certainly one of the things 
that I am looking for all the time. They can be 
literary things; they can be graphic things from other 
artists; they can be things from very crass things like 
television and they can be things that spring up 
overnight. For example, let's take a character like 
J.R. from Dallas or a very literary thing like Don 
Quixote, whom I've used before; you could personify 
someone sorry; you could liken someone to the Devil, 
which is an old one; you could liken it to God or 
whatever; you could set a whole series of characters in 
Caesar's time. That's the sort of stuff of cartooning 
for me. 
M.P. Is that a way of transcending limitations of time and 
circumstance - your work is specific, you refer to 
particular cabinet ministers and issues - is this a way 
of making an issue more universal? 
J.S. That ' s one thing- trying to make the issue more 
universal. The other thing is trying to make the issue 
more intelligible to people who may be quite confused 
about the complexity of some of the things going on 
around them. There's another thing that one ' s trying to 
do, actually - it is trying to make them see something 















__ ..,., __ ~ ..... -.------,....., ..... ~ ..... --.,.,.,. ...... ,.._~--~~-~---~-~··---,··. 
63 
of propaganda content to that but I certainlV don't shy 
away from the propagandistic element of cartooning. If 
I feel something strongly then, even if it is going to 
be contentious or offend people, I will do it. There 
is something else that I would add to that as well: 
some of the things I have alluded to are quite geared 
towards the literate person, are quite geared to the 
eurocentric view of things, and one can get a lot of 
pleasure out of seeing culturatti or the informed 
politicos responding to those things. When one has to 
go further than that and get archetypes that will be 
intelligible to people who don't have that sort of 
background, that's a very big challenge and it's an 
incredibly difficult thing to do. I'm struggling with 
that all the time. I think some of the drawings that 
I've done have managed to do that because I've seen 
them cause a response at, say, COSATU events where I've 
watched people who are obviously working class people-
looking at things, analyzing them and understanding the 
message. 
M.P. What would you say are the criteria that make a good or 
effective cartoon ? 
J.S. I think the basic message should be easily understood 
whether the cartoon has only graphic content or it has 
graphic and some verbal content. I think that if there 
is verbal content it shouldn't be so much that you have 
to read a tremendous amount before you understand. If 
there is a large verbal content it should be additive, 
it should add to your understanding of the issue. The 
basis should be understood after a very perfunctory 
scrutiny of the drawing. I think what makes a good 
cartoon also is something that works on different 
levels. I've already talked about that. 
Another aspect that ties up with what I've just been 
talking about is that Eurocentric arty paradigm and the 
way that more literate or educated people who have that 














sources of influence are in my case quite often fairly 
Eurocentric or American and I'm struggling with that. I 
would like to feel that a more African feeling could 
start showing in my drawings because I feel that it 
should be the whole nature of the work that starts to 
assert something about where we are. I feel that it 
is quite difficult in this country because I think that 
most cartoonists have been influenced by those very 
traditions and not by African tradition. 
M.P. I think that is quite inevitable, though. African 
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artistic tradition is more sculptural -although it 
depends how broadly you want to take the concept of art 
-.There is very little pictorial tradition and when 
there is, it is generally temporary and part of ritual 
so it's not as if there were a tradition of painting to 
draw upon. 
J.S. This is what I have found out. There are things which 
I could do: I don't quite know yet, but I would try to 
assert something more of this place and that's 
something I'll be working towards. 
M.P. Have you ever had any allegations of racism in your 
depictions of black people in your work ? 
J.S. No, I've never had that. It's something that I was 
thinking about earlier that should be examined: what 
the constraints are, your social, ethical restraints in 
terms of how you draw. I feel those constraints 
tremendously and therefore I'm hell of a careful about 
the way I draw people from different race groups. In 
this country it's particularly explosive and 
particularly problematic. Some of the black people I 
drew when I was still more influenced by the Gallic 
tradition, the Asterix/Tintin stuff, some of the black 
people I drew there, I would not like to show people 
now. There is a tremendously racist content to that 
tradition of drawing and I was still following that 
tradition on a fairly blind way and not realizing what 
I was doing in terms of showing prejudice. I haven't 
a -,~ 
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done anything like that since I've started publishing 
my own work. 
M.P. Do you think Bauer is a part of that tradition? 
J.S. Well, it's a little dicey, but yes I do. I think he 
certainly may not be overtly racist but I think he is 
definitely part of that kind of tradition where the 
graphic takes priority over everything. Certainly the 
graphic representation of black people as black objects 
with big, round, rubber lips and white eyes with dots 
in the middle is a very powerful graphic 
representation, but it ' s also hell of a racist. I 
think he tends to be very slack about being sensitive 
to those sort of things and I've heard a large number 
of allegations of racism from people in progressive 
organisations. 
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The other thing I find intimidating is knowing what 
sort of cont-ent of groups racial, sexual and other 
stereotypes to include in crowd scenes. I feel 
tremendously constrained about that sort of thing. I 
often feel that the most powerful representation would 
be one which showed the kind of prejudices I'm trying 
to avoid. It would be a most powerful representation 
graphically to show, say, two people confronting each 
other, but I feel constrained then to represent people 
in a way more suited to a banner or poster - something 
with a more popular appeal. It can weaken the immediate 
graphic impact of things unless one tries to resolve 
the relationships between poster-type images and 
cartoons. I feel that's one thing that I've been 
working on quite hard over the last year and I think 
I've achieved a certain degree of success in that. 
M.P. Can you comment on the division of cartoonists into, 
say, "ideologues" and "anarchists" ? 
J.S. The "ideologue" category can include people who are 
left, far right or liberal - it includes all people who 
are pushing a political line whether they are 
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political, party hacks or incisive thinking people 
pushing a particular kind of line. The anarchist 
bracket includes people who are · either sitting on the 
fence or who like taking pot-shots at anything. Among 
the ideologies I find right-wing cartoonists and right-
wing humour in general incredibly weak, incredibly 
forced - with a few exceptions, l~beral cartoonists 
have a lot to play with because they are not hidebound 
by the constraints which hamper left-wing cartoonists 
or people tied to progressive groupings. They and the 
anarchists have the most scope because they are 
appreciated by the ki~d of person who likes 
intellectual playing around. Among the ideologues the 
left and progressive bunches are very constrained 
because they are constantly being brought up sharp by 
groupings that they deal with who feel that they are 
overstepping the mark in one particular direction or 
not attacking a certain issue with the degree of 
reverence that they should be, or whatever. There is 
quite a didactic quality that I feel sometimes pervades 
work that I start to do and there ' s a bit of constraint 
from that point of view. I feel that someone like Tony 
Grogan would fit far more into the ideologue category 
than Derek Bauer because Tony Grogan is a liberal 
ideologue, fairly PFP-oriented, who pushes a consistent 
political line based on the human rights and liberal 
issues in which the PFP is involved whereas Derek Bauer 
on the other hand will do cartoons that are far more 
vicious than Tony Grogan's- about the Nats, say, and 
about the right wing on occasion. On occasion he 
will also do drawings that are quite reactionary about 
world issues or world views about South Africa - far 
more than Tony Grogan would do - and then he will also 
do drawings that are incredibly satiric and don ' t have 
any relation to any political grouping whatsoever; 
they're purely inside the head of Derek Bauer. 
I must also put on record that I think Derek Bauer is 













superbly talented in terms of cartoon concepts. I do 
have a big problem, though, with the fence-sitting and 
anarchism that he and some other · people engage in. I 
don ' t feel that we can afford that kind of luxury. Some 
people would give their eye-teeth to have that sort of 
slot he has, to put a message across. 










APPENDIX 2 : 
INTERVIEW WITH DEREK BAUER 27/7/1988 
M.P. When and where were you born ? 
D.B. In 1955 in East London. 
M.P. Where did you go to school ? 
D.B. To Cambridge until Standard 5. From Standard 6 t o 
matric I went to Tech. I did a technical matric. I did 
woodwork as a matric subject. 
M.P. Have you travelled ? 
D.B. I ' ve travelled throug~out South Africa extensively. 
I ' ve been to Botswana, Zimbabwe, Namibia. 
M~P. Where have you lived ? 
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D.B. In East London until I was 21. Then I lived in Pretoria 
for two years Cthe SADF>. Since then I ' ve lived in Cape 
Town. 
M.P. When and where did you begin to draw satirical 
drawings? 
D . B . At sc hoo 1 • 
M.P. How were they received ? 
D.B. They weren ' t end products. [They were] sort of drawings 
of teachers and things to laugh at, at the back of the 
class. 
D.P. Nonetheless how were they received by the people who 
saw them ? 
D.B. Very well received. 
M.P. What is the extent of your formal training or 
education.? 
D.B. I did a three year graphic design diploma at the East 
London Technicon. 
M.P. Do you or have you worked in the commercial art sector? 
D.B. Yes I worked at De Villiers and Schonfeldt which 
changed to Younge and Rubicam. I worked there for two 
years as a lay out artist and a renderer, and 
eventually as a junior art director. Then I moved to 

















Rightfords I was there for a year as an art director. 
Then I ran my own sort of advertising design business 
with my wife who's a writer for about three and a half 
years, and then Susan got a commission to write a book 
which ... we were already overtaxed in terms of different 
functions we performed in order to satisfy a client and 
when she got this commission it sort of left me out on 
a limb so I went into partnership with a guy that I had 
known for quite a long time and had a trial period for 
three months [butJ the partnership never really went 
through and I ~as very disillusioned with advertising 
as a whole in terms of what I was doing. So I was 
either going to do carpentry or upholstery. I looked 
around in the carpentry and cabinet making area and I 
went to see a couple of pro's., and they were just· out 
of my league completely in terms of machinery. You need 
a lot of capital to start that sort of thing and a lot 
of experience which I didn't have. So I went into the 
sort of drawing league. 
M.P. Have you taught or do you teach art of any kind ? 
D.B. I have taught at the Cape Town Institute of Art for 
about a year to evening classes- part-time design, 
graphic design [and] fashion drawing. I'm going to be 
giving a 15 week course, one night a week at Tech., for 
three hours a night starting on the 8th August. 
M.P. Have you been, or are you involved in community arts 
projects ? 
D.B. I don ' t actually know what you mean by that really. For 
instance I've done work for Grassroots Educare- book 
covers, brochure designs, leaflets, little characters, 
logos but not as such. I got involved in one thing 
which was the Detainee's Parents Support Committee 
exhibition. 
M.P. Where do you publish your cartoons? 
















bankrupt after the first appearance. Then Frontline 
took some of my stuff. Then the Weekly Mail which was 
the first newspaper. Then the Argus. Since then I've 
appeared in Inside South Africa, Excellence which is a 
sports magazine, Style, Art Director, and after that 
the supplementary in the Sunday Star. 
M.P. Have you exhibited your work in group or one-person 
shows ? 
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D.B. I haven't exhibited my , cartoon stuff. I had three 
exhibitions after I came out of art school, but that ' s 
art stuff, fine art stuff. Although I trained at 
graphic design. I did graphic design because I thought 
I could learn something from graphic design, whereas 
they could teach me nothing in fine art. Which is the 
arrogance of youth isn ' t it? But it was bourne out 
that I was right, because they don't actually teach you 
anything in fine art. They teach you sort of theory, 
they don't teach you how to mix colours, they don ' t 
teach you how to get your own pigments, or how to make 
brushes, or how to make ink. They don't teach you how 
to make things or how to glaze, at least they didn ' t at 
the art school that I went to. I think if you want to 
learn to be a painter, you should be able to speak the 
language. Once you can speak the language then you can 
break it down, or do what you want to do with it, but 
you can ' t have an i lliterate writing a book. 
M.P. Do you intend exhibiting your cartoons ? 
D.B. I do, I don ' t ... It ' s a pure speculation thing. I don't 
know if they ' re going to sell or what, but I would like 
to. From the marketing point of view I think it would 
increase the sales of the book, increase an awareness 
of the book, give editors something to write about in 
their newspapers when this thing comes to town. It ' s my 
advertising training coming out in me [Laughs]. 
M.P. What materials do you use ? 










like using other materials. The thing is the 
practicality of the thing in terms of crisp lines, and 
the reproduction on crap paper and crap layout and all 
the rest of it - the way that newspapers are put 
together, and I've got to give forth the crispest image 
to start with because it's going to get stuffed up. 
M.P. So you do consider that there is a loss in quality 
during the transfer from original to published work? 
D.B. Yes, I think it's a gr,eat sadness ••. Most of the people 
can't tell the difference and those who can don't care . 
It's a terrible thing. I could cry about it but you 
learn to live with it - you have to. 
M.P. When and where do you usually draw ? 
D.B. I usually draw most of the time because I ' m pretty 
busy. I have regular work which is the Argus, Weekly 
Mail, Excellence which comes out four times a year, the 
Sunday Star every two weeks, Laughing Stock is going to 
appear bi-monthly. There is a lot of regular work and I 
also do free-lance work for advertising agencies which 
is like the real bucks - that's where you have some 
money for a change. 
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M.P. How long does it usually take you to finish a drawing ? 
D.B. It varies on the interest I place on the drawing. For 
instance with the Argus there's a lot of sub-editor 
interjection, and I hate them for this because they 
interfere with my work, you know what I mean ? Weekly 
Mail gives me carte blanche, Sunday Star gives me carte 
blanche, Excellence I can more or less use my own 
interpretations to illustrate the story - people sort 
of trust what I'm doing, or they've got me doing it 
because they like what I'm doing, that's fine I ~ like 
that. Whereas with the Argus 90% of the time they . ~~ 
dictate what the cartoon should be : the topic, what 
should be happening, what should be said, .and . therefore 
an Argus cartoon would take me anythin·g fcom half •an: 
J 
J 
hour to two hours, whereas when · ! started with the 
Argus it would take me up to eight hours to do a 
cartoon. I still try to spend double the time on the 
Weekly Mail than the · Argus because I've got carte 
blanche. I can plant my own idea. It also has an 
international market. 
M.P. What status do you accord the original ? How and where 
is it kept ? 
0.8. I accord my originals,' the good ones, quite a lot of 
status. I keep them well. I want to exhibit them. I'm 
putting together a book. I want to have a series of 
exhibit~ons with the launching of the book and I want 
to sell them as art pieces. I'm talking about the good 
one$, the eight hour ones, the ten hour ones. 
M.P. Are most of your drawings the result of direct 
observation and experience, or are themes sometimes 
suggested to you, if so by whom ? 
D.B. I think that when you're dealing with political 
cartoons, you have to deal with symbols, because you 
are dealing with a sort of one-liner situation. It has 
to have an immediate [impact] - people have to know 
what ' s going on. 
So you tend to use things like proverbs or nursery 
rhymes, known situations, which you twist something 
around. That doesn't always happen- I think that the 
inspiration comes from so many places - reality, comic 
books, other peoples drawings, Guernica, you name it. 
M.P. Do you usually work from a pre-conceived idea ? 
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D.B. Yes, on commercial things. You see the thing is if you 
are in my situation where you have to earn so much 
money every month in order to survive, or in order to 
maintain a particular standard of living which you have 
grown accustomed to, you have to do something. 
Therefore you have to get the work out. You have to do 











idea. If you have to do it very fast I do a pencil 
sketch on a small piece of paper, then I redraw it on a 
bigger sheet of paper. That's if I want to do it fast. 
If I want to do it slow I don't do any of that. I just 
do it straight on to the paper. I think those are the 
best ones. because you are concen~rating on drawing the 
lines rather than copying the pencil lines. You 
actually see what you are drawing rather than drawing 
what you're seeing. The line is real, it's like a crack 
in the wall in real l~fe. You're not following the 
thing, you're actually drawing something one to one, 
there's no guide lines. Those I love, I love doing that 
and then sometimes you have to correct it, but I think 
that also adds to it. 
M.P. Do you depict particular persons and circumstances, or 
do you attempt to portray a broader human condition ? 
D.B. It depends from job to job really. IT's a very broad 
question. For instance a cartoon strip [can] catch the 
more [broader] human condition, more I would think than 
a political cartoon. A political cartoon is a topical 
thing, and has a specific function in the newspaper. 
You can ' t fool yourself that it's anything else, it's 
sort of support for the leader. 
M.P. But for example, if you represent [Minister of 
Constitutional Development] Chris Heunis, is Heunis 
Heunis, or is Heunis somebody or something else as well 
as being Heunis ? 
D.B. One actually develops a relationship with a certain 
character completely, and after a while one doesn't use 
references and you sort of get used to that basis, and 
you get comfortable with a certain distortion which for 
you expresses the character of the person. Also I have 
access to the Argus library, and you can go and look at 
fifty pictures of Ronald Reagan, and you can actually 
capture a specific emotion, or a split second of an 
emotion that the camera can catch that you can work 







on the other hand one does tend to characterise the 
person [tape ends]. 
M.P. How often do you work from photographs ? 
D.B. I actually have a photographic library of prominent 
characters that I have collected ever since I started 
out in newspapers, magazines, etc., because it is 
impossible to keep them all in your head, but the key 
South African figures I can still draw from memory, so 
I don't use photographs for them unless I want to, if I 
feel like it, if it needs it; if I have a particularly 
good photograph or particular expression that I know I 
have in stock that I want to express. 
M.P. Do you think cartoons have any advantages over 
photographs ? 
D.B. That would be, I think, a very personal thing. Some 
people prefer photography and some people prefer 
cartoons. You can express the same sort of things that 
you do in cartoons in a photograph. 
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M.P. You don't think you have more freedom in cartooning? 
D.B. I don't know. It gives you more freedom and less 
freedom, because the trouble especially with political 
cartoons, is that you have to keep on this very simple 
tight rein of communication - it has to be so 
understandable all the time. That is a limitation, and 
it ' s also the strength actually of the cartoon because 
you can open the Leader page and the thing you will see 
first is the cartoon. Because it's immediately 
available, you don't have to read through the whole 
column or whatever. I think that is an advantage. I 
think photography has that as well depending on who the 
photographer is. Like [David] Goldblatt takes terribly 
good satirical photographs of people. I don't know if 
you've ever seen the one of the kids playing at • •• I 
think it's one of the dams in the Transvaal, with toy 
-guns and they're playing like dare devils ••• 
excellence! I think there's black neighbours or a 
1
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maid. The kind of satire in that is very powerful. 
M.P. Which cartoonists have affected or influenced your 
style or attitude ? 
D.B. [Ralph] Steadman, [Ronald] Searle, [Gerald] Scarfe, who 
else ? Herriman. Do you know [Herriman ' s] Krazy Kat? 
The greatest ever 
Pogo, Schultz. 
M • P • L DC a 11 y ? 
D.B. I ' m afraid not. 
There are hundreds, Walter King, 
M.P. Would you say any "high" or "fine" art sources have 
affected your style or attitude ? 
D.B. Yes, I think so. I think that the sort of angular 
properties of Picasso ... ! don ' t think one can escape 
Goya really if you're a Western art student, because 
his paintings are like cartoons. I mean I ' m talking 
about cartoon strips now. I'm not talking about 
"painter", I ' m talking .about "communicator". I think 
there is a big difference there. You know the one with 
the firing squad [Third of May 1808J ... it ' s like a 
cartoon, no it ' s not a cartoon- it ' s a beautiful 
painting. 
M.P. Do you produce painting or sculpture in addition to 
cartoons ? 
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D.B. I paint, but I wouldn ' t call it painting because if I 
had to count my paintings over the last five years, 
it ' s probably two. But I ' d love to, I really wou l d like 
to get into it, also scu l pture, but I don't have the 
time. 
M.P. Do you think this work would relate to or differ from 
your satirical drawings ? 
D.B. I think it would do both. Depending on the individual 
piece. Some of it would relate to and some of it would 
differ substantially. 





such as T-Shirts, posters, etc. 
D.B. Yes, T-Shirts, and I do poster designs for people when 
they pay me for it, freelance. 
M.P. Are your drawings always accompanied by text ? 
D.B. Not always. 
M.P. Is your emphasis visual or literal or both ? 
D.B. [Pause] I think my emphasis is visual. 
M.P. Do you read or write poetry ? 
D.B. I used to in my romantic youth, I used to write a lot 
of poetry, a lot of which I ' ve kept but it ' s ter r ible, 
really terrible. 
M.P. Do you write prose ? 
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D.B. Yes, I ' ve written a book actually, but I don ' t think 
it ' s very good. I don ' t think I ' m a writer. I think 
some of the ideas in there are quite nice, and some 
parts of it quite funny, but I don ' t consider myself a 
writer, but I do write. But obviously when you're 
writing a cartoon strip, you have to write the story 
before you can even start, because you can ' t start, you 
can start, but then you find you fall into traps which 
you could have avoided if you wr ote the skeleton flow 
of ideas, the breaks or where you are going to put in 
the punch line, that kind of thing, or how you 'r e going 
to open each time. You have to actually work it out. 
You have to write a script. 
M.P. Is humour a necessary constituent of your work ? 
D.B. Not always. It depends on the cartoon. Sometimes it ' s 
humorous, sometimes it ' s satirical, sometimes it's 
horrific. 
M.P. Do you consider yourself to be a serious person ? 
D.B. At times. I think in the long term, yes I ' m a serious 
person, but I think in the short term I try not to take 
myself too seriously, but it ' s difficult. It ' s a trap 
] 
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that we all fall into very often. 
M.P. Do you read comics ? 
D.B. Yes, I actually grew up on comics. Comics and radio. 
I read comics in the course of my work but I haven't 
actually sat down and read comics for quite a while 
now. 
M.P. Do you read newspapers ? 
D.B. Yes, I read news(papers all the time. The Weekly Mail, 
South, Cape Times, Ar~us, and I read magazines. I try 
to read the Spectator, and occasionally a a very good 
British right-wing article. 
M.P. Do you read novels ? 
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D.B. Occasionally. I don't really have time. I really do 
work all the time. And when I'm not working I'm looking 
after Harry. Sue and I share Harry, we don't have a 
maid. He's going on for three, so it's sort of 
nursemaiding and working. 
M.P. Do you read non-fiction ? 
D.B. Yes. I actually read more non-fiction than fiction. I 
read things like Barbara Touchman for instance, which 
is more like historical ... factual story form. I find 
History fascinating. I'm not really a novel reader. I'd 
rather read a book on History or practical woodworking. 
Something that you can learn something from, although 
my wife would shoot me down for saying so. But she's a 
literary person and I'm not. I'm more a practical 
"hands" person. 
M.P. Do you read any academic Journals ? 
D.B. Like what ? (Laughs] 
M.P. Do you read or look at art books ? 
D.B. Yes, all the time. Especially in book shops. I get 








I'm not supposed to be there. I'm supposed to be 
somewhere else. 
M.P. Do you read political theory ? 
D.B. Occasionally. I mean there's so much political theory 
bandied about in this country- it's like blog, blog, 
blog ... I'm saying some dangerous things here ~ 
[Laughs]. I mean I've read bits and pieces from here 
and here but not really. I'm very much more interested 
in the overall world pplitical view than the peculiar 
South African. I think [South Africa] is one little 
piece. I know it sounds crass living here and saying 
that, but I actually believe it. I think there's so 
much shit flying around. For instance a particular 
story which really sickened me the other day - I heard 
that Sweden has a major arms exporting business and 
these are the same people who fund peace projects, and 
yet they are arms manufacturers. I mean it's so weird 
one can't figure it out. 
M.P. So it's when you read things like this that you start 
to work on ideas ? 
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D.B. Well, that makes me a serious person. Watching a video 
on Mother Theresa and what she's doing compared to what 
I'm doing makes me feel like such a slug. Although I 
don't think that I have the capacity of being that sort 
of person. But that's what makes me a serious person, 
but I'm a bit more frivolous than that. 
M.P. What is the effect of censorship on your work ? 
D.B. Well the Argus is complete. Obviously one censors 
oneself - I don't want to drop the Weekly Mail in the 
shit. I think one censors oneself. One tries to push it 
as far as possible. Sometimes you don't know. Sometimes 
it gets to the Weekly Mail and they say "Look you're 
going to have to change that 1 ine" , and they change it. 







M.P. Which of your work h~s been censored or b~nned ? 
D.B. When they first declared th~ Emergency one was 
completely banned or restricted. 'Certain attacks on the 
left have been censored by the Weekly Mail because it's 
not their line. It's sort of being naughty, the 
cartoonist being the naughty boy, can't criticize left 
in left-wing newspaper, which is a bit sick too, 
anyway .•. 
MP. How much har~ssment do you get from people who ~re 
' 
~nt~gonistic to your c~rtoons ? 
D•B. None. I ' ve never been harassed. I had one telephone 
call from an irate Rhodesian, pertaining to a cartoon I 
did on the Sealous Scout guy who got kicked out of the 
Transkei. He told me that I did not really understand 
the situation and how sensitive the whole thing was. 
That's the only occasion. 
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M.P. Wh~t would you s~y are the soci~l and ethical 
constr~ints towards being a cartoonist ? Or put another 
w~y, to wh~t or whom do you consider yourself 
responsible or ~ccountable to ? 
D.B. This is a question that was asked at the [Weekly Mail] 
"Book Week", of the writers responsibi 1 i ty to the 
constituency, and I think that the whole question is 
sick because an artist only has a responsibility to his 
subject and to himself. Fuck the constituencies, fuck 
the political parties, fuck the political persuasions, 
fuck the mood of the day. You only have responsibility 
to your art-work, to your subject, to yourself. If it's 
anything else it then it stops being art. It becomes 
propaganda or advertising. 
M.P. C~n you m~ke ~ living in South Afric~ producing 
politic~l ~nd social s~tire ? 
D.B. Yes, you can. You have to be quite dedicated. I think 
you have to ·be prepared to work hard, and to eat a lot 
















M.P. Do you consider that you could make a living as an 
artist/satirist in another country ? 
D.B. Yes, I think so. I think that they would probably pay a 
lot better, and you'd also get paid in real money 
instead of in "monopoly" money. 
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M.P. If you were to leave this country for a substantial 
period of time, in what ways if any, would you 
anticipate a change in your subject matter or approach? 
D.B. I think that obviouslY, the subject matter would change 
because the majority of the stuff that I do is 
concerning South Africa. So subject matter would change 
and I think that the emphasis is different say, in 
Erygland as opposed to America, as opposed to Australia, 
in terms of what you would be doing if you were doing 
political cartooning. Have I answered your question ? 
M.P. But do you think you would still be focussing on 
political characters ? I mean if you're drawing 
fNargaretJ Thatcher it's not that much different from 
drawing •• . CD. B. interjects J 
D.B. Thatcher here, except that when you draw Thatcher here 
you draw it very crude - there's no finesse to the 
politics. When you draw CP.W.J Botha here you can put 
finesse to the politics because more people understand 
the situation. When you're in England you'd draw Botha 
crude and Thatcher with much more subtlety to the idea, 
of what she's doing, or what she's saying. Because I 
think you have to work within the public awareness. 
This is what the deputy editor of the Argus keeps 
telling me because you are selling the newspaper to 
blue collar workers. They don't understand what you're 
saying, they don't see it simple, honest, straight 
-fo·rward. 
M.P. I must be honest, I did not understand your last 
cartoon in the Weekly Hail. 
D.B. Which was ? 
M.P. I think Stoffel Botha writing an "A", and somebody 











D.B. No, no, no, that was [George] Dukakis and [Jesse] 
Jackson writing "Do not feed the animals" on the fence, 
and inside the fence was P.W. [Botha] as a crocodile, 
"die groat krokodil" ... did you not get it? 
M.P. I thought it might be P.W. as the crocodile, but I 
didn't actually recognize Dukakis. I said to somebody 
"Who's this ? And they said it ' s Stoffel Botha. 
D.B. Now there's an example for you. Dukakis is not well 
known visually in this country for people to recognize 
him. I can tell you that if I showed you the photograph 
' that I worked from you'd see immediately. You see 
that's the problem you have to deal with all the time. 
M.P. Do you have a resistance to actually writing 
"Dukakis" ? 
D.B. I do. It's like admitting defeat. It's like "I'm not 
communicating", it's like "I can't write this 
paragraph, therefore I'm going to draw a picture to 
explain what I mean". In a novel that would be 
ridiculous, whereas "I · m drawing this picture, but in 
case you don't know what I mean I'm going to write this 
paragraph". I think you're wasting your time if you're 
not communicating, rather throw it away. 
I'd rather communicate visually, but obviously in the 
entanglement of the Argus and the weird, and half-baked 
and weak concepts that one has to portray, one uses 
these labels and tags and ties [tape ends]. 
M.P. The following terms could be used to describe you or 
your work. How do you feel about the following terms : 
cartoonist ? 
D.B. Sure. 
M.P. Artist ? 
D.B. Yes I think sometimes I get there. I don't think it's 
great, but I'm very young and I'm still working at it 
[laughsJ.I think that Occasionally something that I 
draw does excite me, inspires me. Then I think you can 
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M.P. Satirist ? 
D.B. Sometimes it's applicable. 
M.P. Political cartoonist ? 
D.B. Could be applicable. 
M.P. Social commentator ? 
D.B. Also could be applicable. 
M.P. Cultural worker ? 
D.B. I don't think so. It's a bit vague. 
M.P. Political activist ? 
D.B. No, I'm not a political activist. 
' M.P. Media terrorist ? 
D•B. [Laughs] Well I don ' t know. You see there's a 
beautiful truth in anarchy. In the overthrowing of the 
serious, the seriousness of things. That kind of 
terrorism I can use, but I'm not into blowing people 
up. I'm not into violence on either side. 
M.P. Yet it could be said that a lot of your cartoons are 
extremely violent. 
D.B. No, they ' re not violent, they express violence. But how 
can a cartoon be violent ? It's an inanimate object 
[laughs]. I mean it's a horrific world that we live in. 
I mean children get burnt with cigarette ends and put 
into micro-wave ovens. It's that kind of world that we 
live in. When I draw violence in a cartoon I'm not pro 
-violence. I'm expressing horror, that kind of thing. 
M.P. Have you ever had any allegations of racism concerning 
any of your work ? 
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D.B. Apparently one of the ANC guys asked Anton Harber in 
London why [the Weekly Mail] put that ugly picture of 
[Oliver] Tambo in the paper. And also when Samora 
Machel died, I did a very, very gentle caricature of 
Samora Machel superimposed over a cross with "Rest in 
Peace" over it. There was a letter in the Weekly Mail 
saying I was a racist and all that sort of thing. But I 
think that's over reaction. Because I think that if 
this country was controlled by a minority of blacks and 
I drew P.W. Botha like I draw P.W.Botha, wouldn ' t 















































Anti-Censorship Action Group 
African National Congress 
Association of Democratic Journalists 
Azanian Peoples Organisation 
Campaign for Open Media 
Congress of South African Trade Unions 
End Conscription Campaign 
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Media Workers Association of South Africa 
National Press Union 
Pan Africanist Congress 
Progressive Federal Party 
South African Association of Newspapers 
South African Broadcasting Corporation 
South African Council of Churches 
South African Communist Party 
South African Defence Force 
South African Police 
South African Society of Journalists 
South African Students Press Union 
South African Youth Congress 
United Democratic Front 
Writers Association of South Africa 
Work in Progress 
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1946 DEREK BAUER'S WORLD I 
WORM'S EYE VIEw 
We rema1n 
happy 
GOOD nous~- we're .an cmcn:ent n :uiun 3L:3i n. 
I :un :wthuriscd bv ----~---...... ~1 to :avoid cunfusion .wi &h hnstilc Cnmntnii\\C~IIh Per_ 
instruct HIU tu rcm:tin cheerful 
..... ~ot only will l:Cnina: cuntr;rHne 
rt'J.:UI3IIOOS · hut our bclu,·cd .and 
me HI rcll ~uu lh:ll lhc • 
• th h:as !old P::trli:~mcnt the purpose of 
the _.....is to· ". We will :all h:nc the 
ri~ht to ~ :.nd the will h::t\o'C the ri~ht to 
decide " ·here to .-us. . 
:ac~c~:;;~~r~ ~~~i~~~fi~~n~~ 1hh:~: ,~s;~~c;i::e tllhll•'llll'hllcll"ll"llticii••wlli;iiu 
· , Jhis "'II ushrr in 3 new era 
o(~Trt:c-oom. 
Finally, --h:u urged us no t tu "o\Cr-rc;~c t" to the 
economic consrqucnc~ uf the cmcrgcnc~·· lit' hclicvc-s it is 
unp:atriotic to resort to 0\'Cr·rc:lchon ''hen ~· -----· 
~;,;~~~~- :D:•:•:h~h:•~::tnd the t:hn:f uf nur diplom~tic: • h~,-e cxpbincd the rr~:,uns ro ... this instt"uc:tion. The chcy jluint uuc. cou ld I"CSCue our 
«anomy by m:a~ing our es:poriS chC:lpcr, l truth illustr:ltcd by 
th:lt ancient ~ying, .. :any cxpul"t in a sturm·•. 
Since you :an no Iunger entitled to rc:ad sub ,·ersion Incept 
(or the uf ennis un the TV news), this 
worm endoi"SCS th~ remarks :lnd su1,a;c:sts a !~ ln~an ''hich ''ill 
nnect the r:act lh:ll the ~mcrgcncy is t;nhd fur us :lll. 
"--.is eminent'! 
The Eminent Person's Group's allempt to ~,·crt s:anctiuns -I "hu ~r~ determined to 
show the~ ;.~rr the tou~,;hrst ~ ids on the ()luc~adc. 
The EPG report seems likd~ tu cn!f>u rc- the- next 
Cummunwcalth te.:am to ,·isit here \\il l ()(' urftd;.~IIY :'OJ. n(' ti oncd. 
Despilt~ this. the- h:a,·e hailed it 3S :1 triullljlh. 1 
.. We ha\'e ~lw3\'S said, .. :1 spul.csm:~n rc,c;.~lcd, .. th:ll t.:alk.s 
with uur lc;.~dcrs. wnuld pc:rsu;~dc rurcienen tu ... us in :l 
new libht''. 
NO smuke "ithoul J:Ctlinb fin·d? 
The t\tnt'ric:m 3rmy h::as intn1duc,:cd tuu~h neu• d::amps on 
\lllil~in~. 
To pre,·ent r('("ruits end:tnl!cr in~ their '"'" health :and so 
dcpri\ ing the milit3r;t" nr its ri~hl to du th:at fur them. it will 
b::ar recruits rrnm lightinJ: up in public. 
llcre we dnn't deny our a 1111hlic li~ht - we 
just den~· the public ::an." 
TilE Amcril·:.n tnurist s:uuluil-h -:a lar~e chkkcn wilh luiS or 
br~:ad . 
Amc:ril·a n tou ri sls, :al:lrnH·d by 1lu.• threat ur lih~an r,·pri~:. ls 
and nudt'ar r;:~ll-uut , h3,·e h,·l·u me 311 r..1rc in ltl"i1.1in th.H 
M::ar!,!:lrct Thatcher has <ihu"n her !,!r:..t•tuch.· In ;:1 l•;.~rt~ u! L:S 
lnunc;ts b~· cnterlainin~; tht·m In tt•:a and );.tnduid•cs. 
Our uwn tnuris t industr~· ;~lc;u faces hard timt·s a"i r.,rei:..:ncrs 
sec._ In :;t\·nid the -- uf thll<i(' uhu Lli•~:L The Rl':tt•ne 
U:mk h.t\ thus ur~cd -lu rultu" ·1 ho.~tdn·r'c; k :.uJ .111d \11111 
luuri s ts here "ith hn"J>itality - --
would he the idt'al host since he h;.~" iiiRO: IJccn tht: life o~nd :,u l~ 
ur his P::anv. 
Thu~·s .nn ly une probll' m. \\'e uill be -- tu ufr+.:r 
(or~igners S30dwiche!'S, sinC:t tht ('Utmtr~· has ------
---:so the tnurl.sts will-br urTr rcd - mstc:ad. 
This ~::ms th~ gatherings will b~ huslcd by Luuis i'cl. 
SO lh~t's wh::at th~y mean by :a hunt in~; P:arty? 
Con.ser\'ative Party c:hi~r whip Jan Huo n cl;.~ims the :S:ats :;~r~ 
the .. biltong party'•, (8cuuse they will only n~Goti::at~ with 
blacks if th~ outcome is cut :md dri~d'!l 
H~ allq:cs lhty want lo adjourn parli::ament soon so lhry can 
co hunting. Cl ' n got news rur him 
1 thOUi;hl the N.:ats prd~rr~d poui"K th~ bud:. 
GORILLA w:urare'! 
Conscnativc Parly MP Koos \':ln drr .\1erwe s.:ays ~ 
ar~ .. like Gnde One schoolchildren" --------
o•o•s•..,lllill!ld;•n•gll!h•;m~b·>llln••n•>•s•d'!lu•r•;n•,•,•,.•,,!llli::am~~~~~;~ d~h()c~"~~~\·c l:~kcn 
Koos. or couru. needs no t'ncnur::a~cment to slip up nn 
matters of skin. but he l.s prub::ably :tn.:rrl'd :tt the SUI;~l'Stion he 
is a .a-orr the old bloc:k . But why is to\ OtiS ::an:;ry? 
Ducsn't this prove tM CP's daim that---arc ::r.l the top of 
the politic~& tr~? 
OUR rulers have Jon; .bdiend the best furm ur Dcfcnct is a 
IOL 
TM conrnmtnt hat :.nnounc-ed new ncmptions rrom GST : 
the most ncitinc nC'WI i.s that il is to ~up t:u:in&: li"~ chickens. 




is Viktor Frankl lecturing 
an stress symposium? 
THE Orp:·us.a.uon for Approprute 
Soc&al Sernc:s 1n South Afnca 
tOassu). an ors:an1sauon made up of 
procrc:ss&~e psycholo~;ists. 
pc;ychaatraLS and soc1al work.cn. IS 
d1smayed ~y Professor Vllc:to r 
Frankl's puucip:auon m .. The First 
SA S1..re1s 5:-rr:pcxiUm". 
Frankl. or the Univcrsuy of 
Vienna's med&ca.J school ;and the t.:S 
ln1cmauoni.l Cntvcrs&ry of San Dscgo, 
IS bJIICd ;u !he i;UC:St lectun: r at this 
sympos1um. He is a m:.n of 
tntemauon.11 stature u an acaderruc 
:and a psy-chotherapiSt. His 
pamcipataon m "this sympos1um 
cannot but enhance us credibaluy. 
The sympostum has been ors:amsed 
pan by the SA Defence Force's 
Department of Psychi atry at l 
~lilitary Hospual. Officers of the 
SADF arc to chair several of the 
SeSSIOnS il.nd tO present Va.rlOUS ~pen. 
In fact Se\'eral papers focus 
spec•fic.ttly on stress as it rel ates to 
soldierl. 
Oassu n::cocmse!io Frankl's ac:uiem.Jc 
.Jnd chntcal- contnbuuons 10 the 
scaence of psycholo&y. and that he 1s 
an intcmauonally accla1med fi!;lJ rc. m 
the field _ or psychotherapy . -
II he U\ou id do \o he would show his 
-- of the policies or 
-1::dofth 
Issued b,· th~ Tr::ans,· :~::al Dr~nch 
of O::as~. J oh~nne!'Sbur~ 
YOUR pacure m the \\'M of June 6 
show1ng the 
>n 
8r.1amfor.oem co-nftrms me 1n r.'IY long 
held opanton that we arc very much of 
1 ~;:•n well unden.stand why the 
authontin concerned w•ll not ~nn1t 
TV coven:e 
- R:.y Capel. HcidelbH~ 
DU:"iCAN INNES. ddence of sute 
control over mdusuy was defic1ent m 
thatn 
however democr;mcally e lected 11 
m1ght be. 
The essence of the stO!I.e- any s.r:ate. 
not just ourl- u-- ie 
_.. for it cons•su of that ,roup 
of people •w~h:o~us=e~::;;~:-~ thear Nics• while .1.1 
the same ume cl.:umang that the use of 
-by anyone el~ 1~ 
Using the · they step 
in where they feel voluntary 
interaction between people should be 
eliminated. 
To believe in the sene, then, IS to 
believe in-vad to bc:!ac:ve in 
st.atc: mvolvc:ment an 1nduStrv IS to 
believe m-- .ts 3. b.:;sis for 
econorrJCS. 
A:thou;h nenhcr G:avin Rcll:o- nor 
Dunc:an lnn~.":S (W ~. June 6) 
mc:ntlonc:d at. t!'!e reliOn some ;.-cople 
wJnt ~t:ue .:o:urol o,·cr mdus:n.· tS to 
rcdiStn!:lu:c we:a!:!l :·~om me i~esc:nt 
:oharcno!Jc::rs tO the ""orkcrs and/or 
un1or:s. S1mllarly. l:lws h:ave in the p:ast fi _ ___ ll!l ____ • 
where they ""ere perfectly hlppy J..nd 
prosperous. SD 
Tl 
gove rnment control 
T he more 
ti.s 
~the: mort: the st:;~tc-
Kegan::lless of the fonn it tU.es. sme 
interierence m the economv :s 1 
matter of . 
-- Even 1f th e state is 
democr.nically elected. tht: problem 
doe5 not go away. for all that happens 
minimise s;ovemmenL 
As lar u 1ndusLry IS concerned, the 
only JUSt policy of government 1..5 to 
keep ri;ht out. Govemme.nt should 
not own industnes , nor dicule to 
people how to run them. Anyone 
should be allowed to open any 
business anywhere and negotiate 
wha.tevcr employment conl.niCU t.hcy 
choo~ wuh wbocver they choose. 
Bullyin' is no basts for a v1able 
economy.- M Burton. Wynberc, 
Johannesburg 
KINDLY c:xPI.lin to us South Afrians 
why you arc: try ing so hard nO( to sa: 
any commumst tc:rrorrsts an the ANC 
ranks. 
Surely you are aware thu 18 of the 
present 29 members of the AN C 
execut.i"e sc.ommirtee are members of 
the South African Communast Pany 
(SACP). the oldest Communist Party 
in the Free World. (fh~ were 19 
SACP members, but one died 
recently.) And sure ly you know thai 
the one White member or the ANC 
executl\'e commute.e is Joe Slovo. a.n 
SACP member reputed to be: a KGB 
colone l. also Chief of Staff of 
L'mk.honto we Stl14C, :he mtlit;uy 
wm& of :he A:SC. 
Do you agree w1tb the Sovieu tha:l 
the USSR IS a ~multirac1 al 
:j emoerac:y"'? The Kremlin would be 
Jnlikely to dispute tha.t descnpuon. 
Do you doubt that there u-e any 
Ma.nist.s an the British La.bou.r Party, 
the Swedish govern~ 01" the World 
Council of Churches'? Do you know 
who the churchmen, opposition 
poliucians and businessmen were. who 
¥isitc:d the A.~C in l..u.sW.. and their 
reasons for doing so'? 
Whu logac11 reason em you 'ive 11 
you deny thai the ANC is \1/"hat 11 is -
a eommunist·led terror•st 
organisauon whach is dae:rmmed to 
: st.ablish a Marxist one-party Slate in 
South Afnca'? Plea.sc uplain to me 
and other South Arricms how an A.'IC 
takeover could be in the tnte~ts of 
the people of South Afnca and the 
Frtt World. -Curious. Preloria 
• 
then ts that the maloney es:ploit s the We an .nJI 
rrunonty, mstead of v1ce vena- aware that then an communists 
-. Although fewer people ml,ht ia tiM ANC. We have publi.s.Md • 
be exploited th.1.1Wiy,the ux.aJ amount ceatrupread ftatW'I oa I lac 
of ex.plo1u.t•on w1ll not nccesunly be subject, (WM April 11) wttidl 
len. as the es:plott.ation pet penon poiated out that tbc ---
c:ouJO very wdJ 1ncrcue. CoYC:C:JUlleM ot black p41ltic:aJ orcafti.satioa.t 
always -- to c:h.anae ic ill 
-uy oo t:~wop t1wo T• 
mil1i..alac ooe mva-
~· :.._ '-"·" ,_. ·- I thai a ot><c csocomcd 






















THERE is no liberty of 
speech, no liberty of 
the press, and all the 
ordinary liberties or the 
public have been taken 
away. We have nothing less 
than a despotism such as we 
find nowhere else in the world 
where there is any semblance 
of constitutional gover nment 
... I will do my best ••• 'to 
prevent the people coming 
under slave rule .•. as a result 
or the acts of the 
minister or defence 
who would do well to 
listen to the voice or 
the people. 
General Barry Hertzog, opposing the 
conscriotion of -:;.::: ~ ~h African 
.; o J die r s t o f2 g ~ t 1 n ;u :~:~ m i b i a i n 1 9 1 5 
Ttte ICC anll General Malart: PAGE 2 
' I 
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It's for you, Sir .. ':"< ))} n ))/)) 7 77 7 7 
It's the people , -dZ 
of South Africa ... F J 
They also want to do a 
swop - And your name 
has been mentioned 
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